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LA SINONIMIA Y LA UNIDAD DEL POEMA DEL CID 


A unidad de composicién o de autor en el Poema del Cid no ha 
sido aceptada por algunos hispanistas. Restori* era de opinién 

. que habia diversidad de composicién entre la primera y la segunda 
parte del poema, o sea entre los primeros 1500 versos y los restantes. 
Fund6é Restori su juicio en la variedad de frecuencia relativa de 
ciertos asonantes, y en otros puntos de r general que, segin 
él, difieren grandemente en las dos el poema. Menéndez 
Pidal en su estudio del Cantar, al an asonancias del poema 
y después de tener en cuenta la frecueficia relativa de los diferentes 
asonantes, llega a la siguiente conclusién : 


Estas diferencias bastante grandes que notamos entre el Cantar primero 
y tercero no son de las que pueden argiiir un autor o época distinta: 
todas ofrecen un términd medio en el segundo Cantar, que nos hace 
achacarlas a la evolucién del autor en la elaboracién de su propia obra. 
El deseo de la variedad de rima desplegado en la primera parte, se aminora 
en la segunda, y se olvida en la tercera, como si absorbido el autor por 
su asunto, abandonase todo esfuerzo técnico. Asi el Cantar de Corpes, 
que es el mas elevado en su inspiracién, aparece més sobrio en su forma 
poética. Por lo demas, la lengua de las asonancias aparece en igual 
estado histérico respecto al patronimico Vermudoz o al perfecto fo en los 
tres eantares; en igual estado respecto al diptongo de la o latina en el 
segundo y tercer Cantar, y quiz4 respecto al diptongo ie con e abierta en 
el primero y segundo; la versificacién, pues, no desmiente la unidad abso- ‘. 
luta de composicién que en las tres partes revelan el asunto, los personajes, 
la geografia.? 

Rebate también Menéendez Pidal las objeciones de Restori en 
cuanto a las diferencias de exactitud geografica e histérica entre la 
primera y la segunda parte del poema y rechaza la suposicién de 
una crénica como fuente de la primera mitad.® 

1 Restori, Propugnatore, XX, ii, 132-134. 

2 Menéndez Pidal, Cantar, I, 123. 

3 Ibid., p. 124, nota. 
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Estos argumentos no convencieron a E. C. Hills,* quien publicé 
el resultado de sus investigaciones sobre la unidad del Cantar de 
Mio Cid en 1933. Repite Hills algunos de los argumentos de 
Restori y afiade otros de su propia cosecha. Evidentemente la 
refutacién de los argumentos de Restori hecha por Menéndez Pidal 
no satisfizo a Hills, que no creyé en ‘‘la evolucién del autor en la 
elaboracién de su propia obra.’’ 

Los argumentos de Hills en contra de la unidad de composicién 
del Cantar pueden reducirse a las siguientes diferencias notadas por 
él entre la primera y la segunda mitad del poema: 1) estilo, sobrio 
en la primera mitad, difuso en la segunda; 2) historicidad y ficcién ; 
3) preferencia extraordinaria por el asonante en 6 en la segunda 
parte; 4) promedio de silabas en los hemistiquios al principio y al 
fin del poema; 5) diferencias en el modo de nombrar al Cid y al 
Rey don Alfonso; 6) frecuencia relativa de ciertas palabras y 
formas verbales, virtos, gmidos, respuso, respondié; 7) uso relativo 
de ciertas palabras s , exir, salir; 8) uso de no y non; 
9) confusién de los ad ivos so y su; 10) conformidad y 
divergencia entre el Cantar y la Primera Crénica General. 

No es mi propdésito examinar la validez de los argumentos 
aportados por Hills en contra de la unidad de autor. Algunos de 
ellos estén contestados ya, aunque breve e indirectamente, por 
Menéndez Pidal.® Otros se reducen a palabras que aparecen tan 
pocas veces en el poema (virtos, amidos, ete.) que es imposible ver 
en ellas prueba evidente alguna. Algunos de los puntos menciona- 
dos por Hills requieren quizis examen més detenido, como la 
forma verbal en -ra con significado de pluscuamperfecto indicativo, 
los adjetivos posesivos so y su, y las formas negativas no y non. 
Pero aun concediéndoles la fuerza que Hills supone, creo que son 
de valor dudoso si no van acompafiados de pruebas mas claras, 
puesto que las diferencias notadas entre la primera mitad y la 
segunda respecto a esos puntos no son suficientemente extensas y 
pueden también (al menos en el caso de no y non) explicarse como 
variantes de los copistas. En honor de Hills hay que decir que él 
estuvo lejos de creer que sus argumentos fueran definitivamente 


+E. C. Hills, ‘‘The Unity of the Poem of the Cid,’’ en Hispania, XII, 
113-118. 

5 Menéndez Pidal, Cantar, I, 123, 124 (nota), 257. Es de notar, también, 
que en los estudios hechos sobre la métrica del Cid no se ve indicio alguno que 
tienda a probar la diversidad de autor en las dos mitades del poema. Cfr. 
‘*Recent Theories about the Meter of the Cid’’ by 8. G. Morley, en PMLA, 
XLVIII, 965-980. 
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convineentes, pues confiesa al fin de su trabajo que ‘“‘these com- 
ments prove nothing, but they do indicate, I believe, that the unity 
of authorship has not been proved.’’ 

Hay un punto, sin embargo, el de la sinonimia, que se presta a 
un examen mas detallado, y que puede contribuir a determinar la 
unidad de composicién en el Cid. Hills examiné solamente el 
numero de ve¢es que aparecen los sinénimos ezir y salir en el poema. 
Exir se encuentra 28 veces en la primera mitad, mientras que salir 
se usa 17 veces; en la segunda mitad salir aparece 46 veces y ezir 
no se usa ni una sola vez. Aunque es notable la diferencia, no se 
puede deducir nada definitivo examinando sélo un par de palabras. 

En este articulo examino la frecuencia relativa de todos los 
grupos de palabras sinédnimas que se encuentran en el Poema del 
Cid. Quizds contribuya, por lo que al vocabulario se refiere, a 
clarificar el problema de Ja unidad de autor. 

1) Tornar, Bolver.* La frecuencia relativa de estas dos pala- 
bras en el poema es casi constante y no garantiza la opinién de 
diversos autores del poema o de cambios de vocabulario en el mismo 
autor. 

Aunque Menéndez Pidal encuentra en estas dos palabras varie- 
dad de sentidos que parecerian en algunos casos no ser los-mismos 
(tales como ‘agitar’ ‘urdir,’ para bolver y ‘devolver,’ ‘retirar’ para 
tornar), fundamentalmente se pueden reducir a la idea de ‘volver 
una cosa 0 persona a su estado primitivo’ o ‘retirarla de donde 
estaba.’ 

Numero de veces que se hallan usadas estas palabras: 


Parte I ParteII ParteIII 
32 14 17 
4 0 2 


l*mitad 2* mitad 


6 Tornar: vv. 2, 36, 49, 215, 232, 298, 371, 377, 381, 383, 387, 478, 484, 
586, 594, 596, 607, 666, 694, 785, 787, 801, 843, 938, 965, 982, 1078, 1082, 1091, 
1101, 1152, 1196, 1231, 1261, 1266, 1313, 1391, 1395, 1682, 1730, 1914, 1966, 
2102, 2112, 2247, 2261, 2303, 2557, 2625, 2643, 2686, 2688, 2756, 2776, 2783, 
2889, 2974, 3170, 3181, 3220, 3232, 3340, 3659. Bolver: vv. 9, 599, 763, 1059, 
3140, 3659. 

7 Esta divisién, que usé Hills en sus investigaciones sobre la unidad del 
poema, coloca en la primera mitad los versos 1—-1878, dejando el resto, vv. 1879- 
3730, para la segunda. 


O si dividimos el poema en dos partes:* 
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Tenemos, pues, que la preferencia por tornar es constante, y que 
la escasez de bolver es igual en las diversas partes, o de tan poca 
diferencia que no podria probar nada en favor de la opinién de 
diversidad de autores. 

2) Traer, Aduzir.* Los mismos resultados se obtienen del 
estudio de estas dos palabras que tienen en el poema un sentido casi 
siempre igual y apenas hay caso en que no se pudiera usar la una 
por la otra. 

Parte I ParteII ParteIII 


Aunque aduzir, en la segunda mitad se halla usado una vez mas 
que traer, mientras que en la primera se encuentra cuatro veces 
menos, esta pequefia diferencia no aporta material suficiente a la - 
teoria de dualidad de autor. 

3) Prender, Coger, Tomar, Recibir. En el recuento de prender 
se encuentran algunas dificultades, porque este verbo asume signifi- 
cados muy variados. Menéndez Pidal (Cantar, II, p. 808) da los 
siguientes sentidos que esta palabra tiene en el poema: 1) tomar, 
asir; 2) conquistar, apresar; 3) aprisionar; 4) recibir, cobrar; 
5) recibir, aceptar; 6) recibir, lograr lo bueno o sufrir lo malo; 
7) tomar, seguir una direccién; 8) tomar, invadir, dominar; 9) 
absolver; 10) sugetar, atar; 11) comenzar. De todos estos signifi- 
cados he omitido en mi recuento los casos de ‘aprisionar,’ ‘absolver’ 
y ‘atar’ en que no podriamos substituir ninguno de los otros tres 
verbos que comparo con prender (coger, tomar, recibir), y me 
reduzco a examinar los casos en que cualquiera de estos tres verbos 
pudiera usarse en vez de prender, para ver si hay marcadas dife- 
rencias en el curso del poema en la frecuencia de estos sindénimos. 
Es decir, he examinado los casos en que prender se usa como 
equivalente de coger, tomar o recibir, pues a estos tres se pueden 
reducir los otros significados que tiene la palabra. 


8 Traer: vv. 82, 91, 126, 263, 314, 436, 480, 517, 944, 945, 973, 1153, 1502, 
1512, 1567, 1650, 1822, 2144, 2297, 2375, 2450, 3163, 3586. Adueir: vv. 144, 
168, 181, 263, 641, 1019, 1420, 1460, 1485, 1573, 1650, 1764, 1864, 2188, 2840, 
2914, 3010, 3242, 3582, 3599. 


O dividiendo el poema en dos partes: 
l'mitad 2* mitad 
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a) Prender, Coger.°—Parece a primera vista que coger se usa 
con mas frecuencia en la primera parte (9 veces). Pero hay que 
advertir que tiene en dos versos el sentido de ‘hospedar’ (vv. 44, 
59) dejando en esos casos de ser sinénimo de prender; en otras tres 
ocasiones coger forma frases idiomaticas (vv. 577, 588, 589) en las 
que tampoco se podria substituir el verbo prender. Asi, pues, 
omitiendo estos cinco casos tenemos que la frecuencia respectiva de 
prender y coger como sindnimos es la siguiente: 


11 a 7 
4 1 2 
Dividiendo el poema en dos partes: 
l*mitad 2* mitad 
13 9 
ter eas 5 2 


Como se ve, se da la preferencia al verbo prender en las diversas 
partes del poema, y la proporcién entre la frecuencia de los dos 
verbos es constante en todas ellas. 

b) Prender, Tomar.*°—Prender (en la acepcién de ‘tomar’) se 
halla usado en el poema casi el mismo niimero de veces que tomar 
(cuando éste tiene su sentido propio y no el de ‘recibir’ o ‘coger’). 
Las proporciones en las diversas partes varian algo: 


Parte I ParteII Parte III 


O también, 
1* mitad 2° mitad 
13 13 
on 10 16 


® Prender (como equivalente de ‘coger’): vv. 255, 275, 535, 540, 548, 592, 
617, 812, 1045, 1046, 1150, 1253, 1663, 2097, 2136, 2808, 3280, 3285, 3288, 3585, 
3682, 3713. Coger: vv. 44, 59, 208, 213, 577, 588, 589, 621, 774, 1691, 2706, 
2801. 

10 Prender (equivalente a ‘tomar’): vv. 119, 127, 140, 333, 389, 405, 656, 
807, 900, 1001, 1009, 1099, 2136, 2137, 2383, 2589, 2816, 2877, 2988, 2996, 3222, 
3498, 3501, 3503, 3627. Tomar: vv. 185, 230, 494, 701, 761, 972, 1009, 1514, 
1535, 1586, 1778, 1807, 1874, 2022, 2133, 2136, 2143, 2146, 2233, 2300, 2468, 
2476, 2759, 2829, 3186, 3439, 3528, 3627, 3650, 3661. Hay que descontar los 
vv. 185, 1535 y 2133 en que tomar tiene el sentido de ‘recibir’ y el v. 230 en 
que tiene el sentido de ‘coger.’ 
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El uso de tomar aumenta algo segin progresa el poema y en la 
segunda mitad es mas frecuente que prender. Sin embargo, la 
diferencia es poca y bien podria un mismo autor con el transcurso 
del tiempo cambiar algo sus preferencias en el uso de ciertas 
palabras. 

c) Prender, Recibir.\—E]l nimero de veces que hallamos recibir 
es muy corto, menor que el de prender en el sentido de ‘recibir.’ Se 
vera, sin embargo, que el niimero aumenta hacia la segunda mitad 
del poema, y asi se puede decir también de este grupo que la varie- 
dad de léxico aumentaba algo en el juglar hacia la segunda parte. 

Compéarense las siguientes cifras: 


ParteI ParteII ParteIII 


8 4 11 
2 5 4 
O también, 
l'mitad 2* mitad 
4 7 


La proporcién de la frecuencia de estas dos palabras es la misma 
en todo el poema en conjunto. Prender se usa doble nimero de 
veces que recibir. 

4) Dexar, Quitar, Parar..* De los varios sentidos que puede 
tener el verbo dezar sélo he contado en mi estudio los casos en que 
tiene la acepcién de ‘abandonar’ y de ‘dejar una cosa.’ Encuentro 
dos sinénimos para esta acepcién de dezar en el poema: quitar, que 
se encuentra varias veces con el sentido de ‘abandonar un sitio o 
una persona,’ y parar, en el sentido de ‘dejar una cosa.’ 

Quitar en el sentido antes dicho se encuentra ocho veces en la 
primera parte y no se vuelve a hallar sino sdlo una vez hacia el fin 
(v. 2994); mientras que dexar en el sentido de que hablo se 


encuentra con mas frecuencia en la segunda mitad del poema que 
en la primera. 


11 Prender (equivalente a ‘ recibir’): vv. 110, 140, 147, 247, 386, 503, 586, 
884, 1535, 2115, 2126, 2260, 2486, 2730, 2782, 3190, 3194, 3240, 3479, 3515, 
3661, 3667, 3709. Recibir: vv. 203, 488, 1334, 1855, 2129, 2148, 2234, 2584, 
2585, 3180, 3245. 

12 Dexar: vv. 77, 115, 117, 133, 289, 301, 423, 486, 576, 593, 607, 624, 910, 
950, 989, 1069, 1088, 1089, 1438, 1580, 2677, 2748, 2750, 2752, 2755, 2812, 2909, 
2945, 3149, 3156, 3257, 3266, 3278, 3299, 3346, 3357, 3360, 3368, 3441, 3645, 
3702, 3706. Quitar (‘abandonar’): vv. 211, 219, 392, 529, 851, 2994. Parar 
(‘dejar’): vv. 936, 1019, 2379, 2721. 


SINONIMIA Y UNIDAD DEL CID 333 


Parte I ParteII Parte III 


18 2 22 
6 0 1 


l*mitad 2*mitad 


Parece, pues, que por lo que toca a este grupo, la variedad de 
léxico es mas notable en la primera parte, pero la igual preponde- 
rancia de dexar hace innecessaria la suposicién de diversos autores. 

5) Meter, Poner, Parar.** En el recuento de este grupo he 
omitido todos aquellos casos en que meter tiene el sentido de ‘intro- 
ducir’ o ‘poner dentro,’ pues en ese caso no seria sinénimo estricto 
de poner. De parar he incluido solamente aquellos casos en que 
tiene el sentido de poner. Me he limitado, pues, solamente a los 
casos de estricta sinonimia. 

Los resultados muestran que la proporcién en que se hallan 
usadas estas tres palabras en el poema es casi la misma en las 
diversas partes. Asi pues, no podemos deducir conclusién nin- 
guna, por lo que a este grupo se refiere, en favor de la opinién de 
diversidad de autores. 

ParteI ParteII ParteIII 


3 5 3 
O también, 
1* mitad 2* mitad 
3 4 


6) Quedar, Rastar, Remanir, Remanecer, Fincar.'* El estudio 
de este grupo parece demostrar que en la primera mitad del poema 


18 Meter: vv. 74, 119, 120, 144, 500, 612, 707, 711, 746, 844, 866, 904, 914, 
1208, 1259, 1722, 2104, 2113, 2122, 2203, 2222, 2228, 2387, 2804, 3085, 3137, 
3425, 3550, 3579, 3642, 3648. Poner: vv. 167, 171, 348, 1254, 1255, 1666, 2141, 
2155, 3005, 3176, 3480. Parar: vv. 40, 608, 1019, 2369, 2624, 2673, 3689. 

14 Quedar: vv. 283, 3352. Rastar: vv. 685, 710, 1685, 1733, 2270, 3694. 
Remanir : vv. 360, 1308, 1807, 2323. Remanecer: vv. 823, 1414. Fincar (en el 
sentido de ‘quedar’ solamente): vv. 360, 449, 455, 462, 515, 1470, 1472, 1497, 
1681, 1782, 2354, 2709, 3635, 3667. 


O dividiendo el poema en dos mitades: 
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tenemos mds variedad de vocabulario que en la segunda. Rema- 
mecer no aparece mas que en la primera mitad, mientras que los 
otros verbos aparecen sdlo una vez en la segunda mitad. Fincar es 
el Ginico que aparece cuatro veces. 

En el recuento sédlo he tomado en cuenta las veces en que fincar 
tiene el sentido de ‘quedar,’ omitiendo todos los casos, que son 
muchos, en que tiene el sentido de ‘ahincar, clavar,’ ete. 

Comparense los siguientes datos de frecuencia en que se hallan 
las palabras de este grupo: 

ParteI Parte II ParteIII 


Petes 2 3 1 
1 2 1 
es 5 5 4 


1 1 
4 1 
2 0 


7) Adobar, Aguisar, Apareiar, Parar.’® Estos verbos se en- 
cuentran usados en el sentido de ‘preparar’ y ocurren con frecuencia 
semejante a lo largo del poema. En cuanto a parar, cuento los 
cinco casos en que tiene el sentido de ‘disponer’ o ‘concertar.’ 
Incluyo en aguisar, el participio pasado guisado (v. 1461), pues hay 
que considerarlo como variante de agutsado. 


Parte I ParteII Parte III 


dee 5 5 6 
1 1 0 
3 2 0 
1* mitad 2" mitad 
10 6 
chs 3 2 


Como se ve, adobar y aguisar son los verbos preferidos. Apareiar 


15 Adobar: vv. 249, 681, 1000, 1017, 1283, 1426, 1531, 1675, 1700, 1715, 
2064, 2144, 2205, 3489, 3538, 3672. Aguisar: vv. 132, 143, 197, 808, 836, 1262, 
1461, 1911, 2266, 2322, 3022. Apareiar: vv. 1123, 1973. Parar (‘disponer’) : 
vv. 33, 160, 198, 2012, 2224. 


Dividiendo en dos mitades: 
1" mitad 2* mitad 
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y parar (en el sentido de ‘disponer’) se encuentran menor nimero 
de veces, y desaparecen en el tercer Cantar. Pero dividiendo el 
poema en dos mitades, la proporcién es casi la misma. 

8) Acorrer, Aiudar, Valer.*° Aunque valer no es siempre 
sinénimo de acorrer y aiudar, cuando lo es, se usa casi exclusiva- 
mente en las frases optativas el Criador vos vala, valme, Dios 
glorioso, ete., que se hallan repartidas igualmente en las dos mitades 
del poema. Fuera de esta frecuencia mayor de valer, la frecuencia 
de los otros dos verbos sinénimos no ofrece discrepancia muy grande. 


Parte I Parte II ParteIII 


Waban Jo's 5 6 11 
1* mitad 2* mitad 

Wal? 9 13 


9) Curiar, Guardar, Aguardar, Penssar.‘’ Todos estos verbos 
se usan para significar ‘guardar’ ‘custodiar’ o ‘cuidar de una cosa.’ 
Curiar es el preferido y se encuentra casi igual niimero de veces en 
ambas mitades del poema. Solamente guardar no se encuentra en 
la segunda mitad. Pero si tenemos en cuenta que aguardar puede 
considerarse como variante de guardar, la desaparicién de éste en la 
segunda mitad pierde su importancia. Naturalmente no he incluido 
en este grupo aquellos casos en que aguardar o penssar tienen otros 
significados. 

Parte I ParteII Parte III 


2 7 6 
1 4 2 
1 2 1 
l*mitad 2* mitad 


16 Acorrer: vv. 222, 708, 1483. Aiudar: vv. 143, 222, 640, 1094, 1107, 1158, 
2960. Valer (‘ayudar’): vv. 48, 221, 831, 874, 880, 1324, 1433, 1442, 1697, 
2081, 2277, 2328, 2330, 2594, 2603, 2795, 2798, 3520, 3576, 3632, 3633, 3665. 

11 Curiar: vv. 329, 364, 1261, 1357, 1396, 1407, 1410, 1566, 2000, 2352, 
2569, 2669, 2890, 3196, 3335. Guardar: vv. 162, 593, 686, 1013, 1566, 1571. 
Aguardar : vv. 308, 1449, 1547, 1822, 2168, 2930, 3122. Penssar (‘cuidar de’): 
vy. 592, 1383, 1413, 3251. 
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10) Alcar, Leuantarse, Levar o Leuarse.** Se han agrupado 
aqui estos verbos por tener en comitin el sentido general de ‘elevar o 
levantar.’ Pero concretamente alcar no puede considerarse en el 
poema como sinénimo estricto de leuantar. El primero se usa para 
expresar elevacién de la mano, de los ojos, de la sefia, ete.; el 
segundo, cuando se usa reflexivamente significa ‘ponerse derecho.’ 
Leuar se usa ya como reflexivo ya como neutro, en el mismo sentido 
de ‘ponerse derecho.’ Sélo una vez se usa lewar para ‘levantar las 
tiendas’ (v. 576). Asi, pues, se comprendera que la disparidad que 
existe en la diferente frecuencia de estos tres verbos es de facil 
explicacién. Alcar no se usa nunca para significar ‘ponerse 
derecho,’ y asi no puede deducirse nada en contra de la unidad del 
poema de la mayor frecuencia de lewantarse en la segunda mitad. 
En este caso las diferencias son explicables por el cardcter particular 
de los sucesos narrados. Leuantarse es preferido a leuar o leuarse 
uniformemente. En el recuento, se han omitido todos los casos de 
leuar que no tienen el sentido de ‘levantar.’ 


Parte I ParteII Parte III 


l'mitad 2* mitad 

1 3 


11) Cuydar, Penssar, Comedir.*® En este grupo que tiene el 
significado de ‘pensar,’ ‘reflexionar,’ he omitido los casos en que 
pensar tiene el sentido de ‘cuidar de una cosa’ o es inceptivo 
(‘disponerse a,’ ‘empezar a’). La proporcién de estas tres palabras 
a lo largo del poema es bastante uniforme. Las pequefias dife- 
rencias que se notan en este grupo, como en otros de este estudio, son 
las que se pueden esperar de un mismo autor que usara palabras 
sinédnimas uniformemente, pero sin exactitud matematica, que es lo 
razonable. 


18 Algar: vv. 216, 355, 577, 726, 857, 1340, 1616, 1645, 2439, 2476, 2829, 
3508. Leuantarse: vv. 1769, 2027, 2040, 2219, 2228, 2296, 3108, 3145, 3215, 
3270, 3291, 3861, 3382, 3402, 3409, 3414, 3422, 3429, 3457. Lewar o leuarse: 
vv. 576, 2040, 3127, 3562. 

19 Cuydar : vv. 555, 972, 1839, 2130, 2470, 2691, 3011, 3622, 3688. Penssar: 
vv. 1076, 1889, 1932, 2501, 2828, 2953, 2983. Comedir: vv. 507, 1889, 1932, 
2020, 2713, 2828, 2953, 3578. 
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vn oth 1 2 4 

eee 1 2 5 
l*mitad 2* mitad 


12) Auer, Tener.*® En este grupo he considerado solamente 
los casos en que tanto aver como tener indican posesién, pertenencia 
o relacién personal. Se han omitido, por consiguiente, los muchos 
casos en que auer es impersonal, auxiliar, 0 esté usado con infinitivo, 
por no ser entonces sinénimo de tener. También, por razones 
obvias, se han omitido las frases siguientes: awer sabor (‘desear’) 
que aparece 23 veces en la segunda mitad del poema—no se en- 
cuentra tener sabor—; tener que (‘creer’), que ocurre dos veces en 
la primera mitad y dos en la segunda; tener armas (‘practicar’ o 
‘usar las armas’), tres veces en la primera mitad y nueve en la 
segunda. Tener no se usa nunca como verbo auxiliar ni aun con 
participio pasado. Fuera de los casos mencionados auer y tener 
son completamente sinénimos, y asi encontramos auer por (1635) y 
tener por (1472), auwer pro (1380) y tener pro (1417), awer derecho 
(3600) y tener derecho (3142), ete. 


1* mitad 2* mitad 


Como se ve, tomando las tres partes del poema por separado, se 
encuentra una pequeiia preferencia por auwer en las dos primeras 
partes y por tener en la tercera parte. Dividiendo el poema en dos 


20 Auer: vv. 6, 11, 18, 20, 22, 29, 50, 67, 84, 135, 179, 205, 225, 430, 450, 
465, 520, 642, 754, 859, 880, 1047, 1048, 1086, 1225, 1324, 1339, 1380, 1496, 
1552, 1526, 1635, 1653, 1705, 1740, 1820, 1870, 1880, 1892, 1899, 1948, 1955, 
2130, 2143, 2302, 2346, 2356, 2495, 2665, 2734, 2915, 2926, 2952, 2992, 2996, 
3169, 3303, 3349, 3560, 3600, 3718. Tener: vv. 113, 187, 419, 450, 468, 530, 664, 
723, 735, 738, 749, 869, 959, 961, 977, 1050, 1069, 1339, 1417, 1420, 1464, 1472, 
1526, 1545, 1747, 1749, 1795, 1802, 1814, 1847, 2152, 2309, 2333, 2359, 2413, 
2418, 2464, 2510, 2531, 2668, 2722, 2926, 2950, 2982, 3049, 3134, 3142, 3168, 
3182, 3231, 3322, 3580, 3662. 


Parte I ParteII Parte III 
Parte I ParteII ParteIII 
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mitades la preferencia es en favor de awer uniformemente. Pero de 
cualquier modo que se considere, el margen de diferencia es tan 
pequefio que excluye hasta la sospecha de diferentes autores. 

13) Compecar, Empecar, Penssar de y otros verbos incep- 
tivos.2* De los verbos inceptivos penssar de (sélo un caso se en- 
cuentra de penssar a) es el que se prefiere en las tres partes del 
poema, siguiendo en nimero de preferencia compecar, empegar y 
otros verbos con preposicién que tienen sentido inceptivo (tomarse 
a, acoierse a, meterse a, entrar a). He omitido los casos de penssar 
de en que el sentido inceptivo seria evidentemente erréneo.** 


Parte I ParteII ParteIII 


3 6 3 
19 10 4 
l'mitad 2* mitad 
«ae 0 2 
4 3 


Este grupo, como algunos otros, muestra que el autor del poema 
iba adquiriendo mayor riqueza y variedad de vocabulario hacia el 
fin de su obra. 

14) Legar, Venir, Vuiar.** Aunque ‘venir’ en si mismo no es 
sindnimo de ‘llegar,’ lo es en el poema cuando significa ‘llegar al 
que habla,’ y asi hemos incluido todos estos casos en este grupo. 
No hemos tenido en cuenta las veces que venir tiene el sentido de 
‘caminar hacia donde esta el que habla’ ** (y aunque se incluyeran 


21 Compegar: vv. 705, 856, 1083, 1085, 1090, 1111, 1114, 1456, 2071, 2585, 
2735, 3306. Empegar: vv. 3308, 3542. Penssar de: vv. 10, 227, 320, 324, 376, 
380, 383, 389, 391, 394, 413, 426, 432, 547, 643, 645, 949, 970, 1077, 1135, 1283, 
1440, 1448, 1473, 1489, 1493, 1680, 1688, 2205, 2609, 2644, 2870, 2873. Otros 
verbos inceptivos: tomarse a, vv. 852, 1514, 1825; acoierse a, vv. 2690, 2878; 
meterse a, v. 2878; entrar a, vv. 1627, 2250. 

22 Estos casos son vv. 647, 681, 1028, 1426. Véase tambien Menéndez 
Pidal, Cantar, I, 352; II, 793. 

28 Legar: vv. 32, 37, 52, 102, 236, 262, 298, 446, 669, 706, 767, 1160, 1222, 
1317, 1504, 1513, 1516, 1517, 1728, 1827, 1841, 2084, 2261, 2349, 2361, 3511. 
Venir (‘llegar al que habla’): vv. 112, 204, 206, 212, 321, 392, 489, 1175, 1224, 
1749, 1649, 1919, 2014, 2185, 2443, 2890, 3131. Vujar: v. 3319. 

24 Los casos de venir en el sentido de ‘caminar al que habla’ son: vv. 388, 
1110, 1193, 1280, 1899, 1944, 2221, 2371, 2409, 2622. Cf. Menéndez Pidal, 
Cantar, II, 892. 
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no alterarian la proporcién que existe en los casos aqui indicados), 
ni tampoco las veces que significa ‘ir.’ 


Parte I ParteII ParteIII 


1* mitad 2* mitad 


15) Ir, Venir, Ad 25 Se comprenden aqui estos tres 
verbos porque tienen en comin el significado de ‘ir,’ ‘dirigirse,’ 
‘encaminarse.’ Sin embargo, cuando ir significa ‘marcharse’ (ocho 
casos) 0 tiene otros matices en el poema (‘recorrer,’ 380, ‘estar 
destinado a,’ 454, ete.), se ha omitido. Tampoco pueden con- 
siderarse como casos de sinonimia en este grupo los muchos casos en 
que ir forma frases perifrasticas (la cabeca tornando va, valas 
conortando, etc.).2° En cuanto a venir, es evidente que en muchos 
casos es equivalente a ir, como ya lo indica Menéndez Pidal (Cantar, 
II, p. 892, 1. 28). He incluido, pues, estos casos sindnimos. 


Parte I ParteII Parte III 


Wel) 6 3 9 

3 7 8 
1* mitad 2* mitad 


Considerando las tres partes del poema separadamente se ve que 
los tres verbos aparecen en cada una de ellas, aunque preponderando 
ir en la primera parte, quiz4s por requerimiento de los hechos 
narrados. Fuera de esta preponderancia de ir, si dividimos el 
poema en dos mitades tenemos una frecuencia relativa bastante 
aproximada. 


25 Ir: vv. 89, 168, 358, 655, 676, 683, 707, 776, 796, 833, 888, 950, 990, 
1107, 1134, 1409, 1475, 1531, 1690, 1718, 1951, 2130, 2182, 2328, 2502, 2540, 
2766, 3377, 3379. Venir (sentido de ‘ir’): vv. 150, 202, 393, 644, 651, 916, 
1307, 1475, 1476, 1884, 2269, 2435, 2813, 2843, 2846, 2982, 2987, 2991, 3015. 
Adelifar: vv. 31, 467, 696, 1203, 1315, 1392, 1580, 1593, 1610, 1984 (v. 
Menéndez Pidal, Cantar, II, p. 427, 1. 23), 2167, 2211, 2237, 2297, 2779, 2857, 
2929, 3496. 
26 Cf, Menéndez Pidal, Cantar, I, 350, 361. 
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16) Caboso, Complido, Contado, Pro o de pro.** Estos epite- 
tos que se aplican al Cid y a otros personajes principales equivalen 
a ‘principal’ o ‘excelente.’ He omitido los casos de pro o de pro 
sin significacién adjetiva aplicada a una persona, y también los 
casos de complido y contado cuando significan ‘abundante’ (3062) 
y ‘exacto’ (1559, 2486) respectivamente. 

Como el niimero de casos de frecuencia es tan pequefio en este 
grupo, pudiéndose decir lo mismo de los grupos restantes, compararé 
solamente la primera mitad del poema con la segunda, omitiendo el 
tabular los casos de cada una de las tres partes. Tratandose 
de palabras que ocurren en el poema muy pocas veces, y siendo el 
objeto principal de este trabajo ver si hay marcadas diferencias de 
vocabulario en las dos mitades, bastar4é para mi propdésito presentar 
la frecuencia de sinédnimos en cada una de ellas. 


3 8 


La mayoria de casos se encuentra en la primera mitad con 
excepcién de pro o de pro. Pero todos estos casos de pro, menos 
uno (v. 1386), se hallan en rima, y asi hay que concluir que las 
exigencias de la rima y no la diversidad de autor causaron esta 
marecada diferencia. 

17) Cibdad, Villa, Casa.**° Estas palabras son enteramente 
sinénimas en el poema. A Valencia se la llama indistintamente 
villa o gibdad; a Burgos se la designa como villa y a San Esteban 
de Gormaz como ¢ibdad. Casa se encuentra aplicada a Valencia, 
Burgos, Molina, Berlanga y Vivar- Pueblo significa en el poema 
‘gente’ o ‘nacién’ solamente, como en los vv. 1318 y 901. 


l*mitad 2*mitad 


El ntimero mayor de veces que se encuentra casa en la primera 
mitad es debido a la frase en Burgos la casa que se repite cuatro 


27 Caboso: vv. 908, 946, 1080, 1793, 1804, 3410. Complido: vv. 65, 268, 
278. Contado: vv. 142, 152, 493, 502, 1780. Pro o de pro: vv. 239, 736, 1386, 
1992, 1995, 2173, 2519, 2837, 2847, 3066, 3191. 

28 Cibdad: vv. 397 1212, 1613, 2896. Villa: vv. 56, 1169, 1675, 2564. 
Casa: vv. 62, 842, 1161, 1232, 1268, 1550, 1606, 2877. 
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veces alli. Si exceptuamos esta frase, la frecuencia de cada una de 
estas palabras es exactamente igual en ambas mitades. 

18) Batalla, Lid.*® Estas dos palabras tenian originalmente 
sentido algo distinto como se ve en la diferencia que establecen las 
Partidas entre batalla y lid (Menéndez Pidal, Cantar, II, 500). 
Pero en el Poema del Cid se usan indistintamente la una por la otra. 


La pequefa diferencia de proporcién que se nota en las dos 
mitades bien puede atribuirse a variaciones naturales que sufre 
cualquier autor en el desarrollo de su obra, sin necesidad de suponer 
autor distinto. Esto mismo hay que decir de otros grupos con 
resultados semejantes que no comentamos. 

19) Dubda, Dubdanga, Pauor.*® Si damos a pauor el sentido 
de ‘terror’ que tiene el moderno pavor, no parece razonable incluirle 
en este grupo con el sentido de ‘temor,’ que es el que tienen dubda 
y dubdanca. Pero creo que en el poema pauor equivale simple- 
mente a ‘temor’ o ‘miedo,’ y asi se encuentra sin todo pauor (3625) 
y stnes toda dubdanca (597). En catalén y valenciano, ‘miedo’ se 
dice paor y por, que como pauor en castellano se derivan de pévore. 


Si se sostiene que pauor no es sinénimo exacto de ‘miedo’ y que 
significa mas bien ‘miedo muy grande’ o ‘terror,’ nos quedan sélo 
las otras dos palabras que no se encuentran mas que en la primera 
mitad. 

20) Don, Dado, Merced, Plazer.** Estas cuatro palabras 
tienen el sentido de ‘favor’ o ‘dadiva.’ Merged tiene ademds en 
varios casos el de ‘benevolencia.’ Estos se incluyen en el grupo 


29 Batalla: vv. 662, 793, 984, 987, 989, 1008, 1023, 1225, 2321, 2362, 2427, 
3555. Lid: vv. 784, 831, 1106, 1111, 1333, 1656, 1849, 2334, 2497, 3465, 3482, 
3547, 3597. 

30 Dubda: vv. 477, 786, 898, 1131. Dubdanga: v. 597. Pauor: vv. 1653, 
1670, 1672, 2287, 3625, 3699. 

31 Don: vv. 179, 192, 196, 816, 1344, 1856, 1922, 2118, 2259, 3115. Dado: 
v. 194. Merged: vv. 266, 268, 1321, 1351, 1432, 1595, 1845, 1885, 2031, 2131, 
2594, 2599, 3045, 3271, 3403, 3430, 3504. Plager: vv. 2149, 2969. 


l*mitad 2*mitad 
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siguiente. Se han omitido los casos en que merged a gracias’ 
o ‘arbitrio,’ ‘voluntad.’ ** 


Merced y don se usan en ambas mitades con frecuencia no muy 
diferente. Las otras dos palabras ofrecen un ejemplo tipico de las 
pequefias variaciones que introduce el autor del poema en su 
vocabulario. Dado se encuentra una vez en la primera mitad, y 
plazer dos veces en la segunda. 

21) Gracia, Merced.** Estas dos palabras se usan indistin- 
tamente para expresar ‘benevolencia,’ ‘amor,’ y también para 
expresar agradecimiento, ‘gracias’ (merged una vez, gracias tres). 


l*mitad 2* mitad 


22) Mostrar, Demostrar, Ensefiar..“* Estos verbos se encuen- 
tran pocas veces en el poema, mostrar sélo una vez en la primera 
mitad. No hay preferencia marcada por ninguno de ellos. 


l*mitad 2* mitad 


23) Fallecer, Fallir, Menguar.*® En el sentido de ‘faltar’ o 
‘acabarse algo’ se encuentran estos verbos. Fallir y menguar tienen 
otros significados en varios casos que, naturalmente, no he contado 
en este grupo. 


Como se ve, no hay ningin caso de estos verbos con el sentido de 


82 En este, como en otros casos, en que pueden ocurrir dudas respecto al 
verdadero matiz de significado de ciertas palabras en casos concretos, me he 
atenido a las distinciones de significado establecidas por Menéndez Pidal en su 
Vocabulario (Cantar, IT). 

83 Gracia: vv. 50, 248, 888, 1370, 1379, 1936, 2044, 2090, 2604, 2851. 
Merged: vv. 598, 880, 1324, 1400, 1654, 1740, 2036, 2160, 2337. 

84 Mostrar: v. 344. Demostrar: vv. 2703, 3606. Ensefiar: v. 3604. 

85 Fallecer: v. 258. Fallir: v. 581. Menguar: vv. 258, 821. 


l*mitad 2* mitad 
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‘faltar’ en la segunda mitad, y asi no se puede establecer diferencia 
o semejanza ninguna entre las dos mitades, por lo que toca al uso de 
este grupo de sinénimos. 

24) Escuella, Mesnada, Cort.** He agrupado aqui estas tres 
palabras, no porque sean exactamente sinénimas, sino porque tienen 
sentido algo semejante en varias partes del poema. Menéndez 
Pidal en su Vocabulario las define asi: escwella, ‘séquito de un 
seflor (quiz4 sinédnimo de cort)’; cort [en varios pasajes], ‘conjunto 
de los vasallos que acompafiaban mas de cerca al sefior’; mesnada, 
‘conjunto de caballeros vasallos de un sefor.’ Las tres se hallan 
usadas en ambas mitades del poema, siendo preferidas mesnada en 
la primera mitad, y cort en la segunda. Esta preferencia de cort 
se explica por la corte y cortejo casi reales del Cid en Valencia a 
que se hacen tantas referencias en la segunda mitad. 


l*mitad 2* mitad 


25) Virtos, Poderes, Fuergas, Fonssado, Almofalla.** Todas 
estas palabras se usan en el poema para designar ‘hueste’ o 
‘ejército,’ algunas exclusivamente, otras sdlo en ciertos pasajes, y se 
encuentran todas en la primera mitad con excepcién de almofalla, 
usada una vez en la segunda. 


26) Recordar, Membrar, Venir en miente.** Por hallarse 
pocas veces, y éstas casi exclusivamente en la segunda mitad, estas 
palabras no aportan ningtin dato para nuestro tema. 


l'mitad 2* mitad 


Venir en miente .............. 1 1 


86 Escuella: vv. 529, 1360, 1362, 2072. Mesnada: vv. 487, 509, 702, 745, 
662, 1115, 1601, 1674, 1736, 1803, 1982, 2294, 3128. Cort: vv. 1360, 1938, 2090, 
2307, 2385, 2447, 2514, 2558, 2902. 

37 Virtos: vv. 657, 1498, 1625. Poderes: vv. 667, 669. Fuergas: vv. 577, 
1002, 1502. Fonssado: vv. 764, 926. Almofalla: vv. 660, 694, 1124, 1839, 2312. 

38 Recordar: v. 2790. Membrar: v. 3316. Venir en miente o emiente: vv. 
1070, 3370. 
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27) Abiltar, Desondrar.*® Estas palabras aparecen en pro- 
porcién igual en las dos mitades del poema. No cuento el caso de 
biltarse (v. 3026) por significar ‘humillarse,’ no siendo sinénimo en 
este caso de desondrar. 


28) Desondra, Desonor.*° Hay que decir de este grupo lo 
mismo que se dijo del grupo 26. 


29) Despender, Espender.** Tres veces cada una aparecen en 
el poema estas palabras, con proporcién diferente en las dos mitades ; 
pero siendo la diferencia tan pequefia, nada puede deducirse de ella 
en defensa de la diversidad de autores. 


30) Assomar, Apuntar.*® Tomamos estas palabras en el sen- 
tido de ‘aparecer’ o ‘empezarse a mostrar’ y por eso omitimos el 
caso de assomar del v. 2176 en que significa ‘llegar a la vista de.’ 
Las proporciones son iguales. 


31) Christiandad, Christianismo, Christianos.** Se usan todas 
estas palabras para designar los pueblos cristianos, encontrandose 
casi exclusivemente en la primera mitad. Christianos es la prefe- 
rida y la Gnica que aparece en la segunda mitad. 


3 0 
Christianiomo 3 0 


89 Abiltar: vv. 1862, 2732, 2942. Desondrar: vv. 981, 2950, 3256. 

40 Desondra: vv. 2762, 2906, 2910, 3165, 3541. Desonor: vv. 1357, 2904, 
2909, 2913, 3149. 

41 Despender: vv. 260, 1557, 2542. Espender: vv. 81, 3219, 3238. 

42 Assomar: vv. 919, 1393, 2742. Apuntar: vv. 457, 682, 2180. 

43 Christiandad: vv. 770, 1116, 1199. Christianismo: vv. 770, 1027, 1305. 
Christianos: vv. 93, 901, 566, 1033, 1295, 2498, 3514. 


| 
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32) Espuelas, Espolones.“* Ambas palabras se encuentran 
solamente en la segunda mitad, dos veces cada una. 


33) Quitar, Soltar.*® Se incluyen en este grupo solamente los 
casos en que quitar y soltar significan ‘libertar’ o ‘eximir.’ La 
proporcién de estas palabras en las dos mitades es bastante aproxi- 
mada. 


34) Catar, Aguardar.** Este grupo ofrece alguna dificultad. 
Catar se usa diez veces, siete en sentido de ‘mirar’ literalmente, dos 
en el mismo sentido metaféricamente, y una en el de ‘tener cuidado.’ 
Aguardar se usa sélo una vez en el sentido de ‘mirar,’ y cuatro en 
sentidos algo diferentes, como ‘mirar por,’ ‘vigilar,’ ‘guardar.’ Si 
los agrupamos todos dandoles el mismo sentido general tenemos las 
proporciones siguientes : 


35) Gradecer, Gradir.** Gradecer es el verbo preferido y se 
usa igualmente en ambas mitades. Gradir se encuentra sélo tres 
veces al fin del poema, siendo una de las varias indicaciones de 
riqueza de vocabulario en la segunda mitad. 


44 Espuelas: vv. 2722, 2737. Espolones: vv. 3265, 3618. 

45 Quitar: vv. 496, 534, 886, 893, 984, 1035, 1370, 1539, 2989, 3715. Soltar: 
vv. 496, 893, 1363, 1400, 1408, 1434, 2164, 3502. 

46 Catar: vv. 2, 356, 371, 1078, 1612, 2439, 3126; metaféricamente, 121 y 
164; ‘tener euidado,’ 1359. Aguardar: ‘mirar,’ v. 1058; ‘mirar por,’ ‘ vigilar,’ 
308, 1449, 1822, 2168. 

47 Gradeger: vv. 199, 217, 246, 493, 1298, 1624, 1805, 1856, 1933, 1936, 
2037, 2125, 2853, 2856, 3404, 3446. Gradir: vv. 2850, 2860, 2861. 


l'mitad 2* mitad 
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2 
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36) Vistas, Aiunta.** Encuéntranse estas palabras en la 
segunda mitad del poema solamente. Vistas es la preferida, 
usdndose aiunta hacia el fin del tercer cantar. 


l‘mitad mitad 


38) Afan, Cuydado.*® En el sentido de ‘trabajo,’ ‘fatiga,’ 
se encuentran usadas igualmente en las dos mitades del poema. 


39) Passar, Trogir." Trogir se halla usado solamente como 
verbo neutro, passar como neutro y como activo. Incluyo, pues, en 
este grupo sélo aquellos casos de passar en que es neutro 0 imper- 
sonal para ajustarnos a casos de estricta sinonimia. Passar es el 
preferido en ambas mitades del poema. 


40) Otros grupos de menor importancia.*? Presento breve- 


48 Vistas: vv. 1899, 1911, 1944, 1948, 1955, 2143, 2733, 2914, 2949. Aiunta: 
vv. 2914, 2949, 3718. 

49 Pelligon (0 peligon): vv. 1065, 1989, 2256, 2720, 3075. Piel: vv. 4, 178, 
195, 1971, 2472, 2749, 3092. 

50 Afan: vv. 1635, 1935, 3507. Cuydado: vv. 6, 2865, 2975. 

51 Passar: vv. 150, 323, 399, 675, 980, 1122, 1228, 1540, 2067, 3320, 3367, 
3528, 3726. Trogir: vv. 307, 543, 1475, 2653, 2656, 2687, 3545. 

52 Finar: v. 3463. Acabar: vv. 366, 1395, 2276, 3690, 3730 (en 1771 y 
3205 significa ‘ejecutar’ y en 3252 ‘lograr’). Rancar: v. 764. Arrancar: vv. 
1142, 2400. En otros 17 casos que se encuentra este verbo tiene el sentido de 
‘derrotar.’ Haber o ser huebos: vv. 82, 123, 138, 212, 1044, 1374, 1382, 1461, 
1695, 1878, 2639, 3563. Haber menester: v. 135. Deportar: vv. 1514, 2711. 
Folgar: vv. 1221, 1243, 2335. Deligio: vv. 850, 3282. Deleyt: v. 1601. 
Ondra: vv. 1280, 1469, 1503, 1609, 1861, 1883, 1888, 1929, 2077, 2174, 2188, 
2233, 2831, 2852, 2941, 3111, 3262, 3400, 3413, 3421, 3439, 3453, 3721, 3722. 
Ondranga: vv. 1578, 2188. Acaeger: v. 3197. Cuntir: vv. 2281, 2310, 2548, 
2852, 2941. Abastar: vv. 66, 259, 2260. Bastir: vv. 68, 85. Coragon: vv. 
53, 276, 430, 715, 718, 1184, 1266, 1355, 1496, 1605, 1655, 1675, 1923, 1930, 
1947, 1960, 2004, 2018, 2058, 2201, 2395, 2508, 2521, 2578, 2619, 2648, 2740, 
2767, 2785, 2804, 2815, 2821, 2835, 2881, 2904, 2907, 2916, 2954, 3019, 3030, 


9 
37) Pelligon, Piel.** 
l‘mitad 2* mitad 
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mente los grupos que van a continuacién por ser tan escaso el 
niimero de veces que una de las dos palabras se halla en el poema. 
Los nimeros que siguen a cada palabra indican las veces que ocurren 
en la primera mitad y en la segunda respectivamente. 

a) Finar, 0-1, acabar, 2-3; b) rancar, 1-0, arrancar, 1-1; c) 
haber huebos, 10-2, haber menester, 1-0; d) deportar, 1-1, folgar, 
2-1; e) deligio, 1-1, deleyt, 1-0; f) ondra, 5-19, ondranga, 1-1; g) 
acaecer, 0-1, cuntir, 0-5; h) abastar, 2-1, bastir, 2-0; t) coracon, 
12-38, cuer, usado solamente en la frase de cuer le pesa, 2-2; j) 
fonta 3-0, biltanca 0-1. 

Por ser muy dudosa la sinonimia de los siguientes grupos, no los 
he ineluido mas arriba: espolonar, 3-1, aguijar, 6-1, batir (‘picar 
al caballo’), 0-1; armar, 2-1; guarnir, 2-1; asta, 0-3, lanca 3-0. 


En conclusién hay que decir que en ninguno de los grupos 
sinénimos aqui estudiados se ve marcada diferencia, o al menos 
diferencia tan notable entre la primera y segunda mitades del 
poema que, teniendo en cuenta la frecuencia en que aparecen las 
palabras del grupo en ambas partes, dé fundamento a la opinién de 
diversidad de autor para cada una de ellas. Sdlo queda, pues, el 
grupo salir—ezir estudiado por Hills, en que la proporcién es de 
28-17 en favor de ezir en la primera mitad, y de 0-46 en la 
segunda, en favor de salir. La desaparicién de ezir en la segunda 
mitad del poema es de dificil explicacién, tanto més cuanto que este 
fenémeno, como hemos visto, no se repite en ningin otro grupo de 
sinénimos de alta frecuencia. : Hay que atribuirlo a alguna rareza 
del juglar, a cambios introducidos por copistas o a pura casualidad ? 
La respuesta seria mera conjetura. 

Considerando que de los 49 grupos de palabras sinénimas aqui 
estudiados la mayoria presenta una distribucién, igual a veces, 
bastante aproximada otras, en las dos mitades del Poema del Cid, y 
que sélo en grupos de muy pequeiia frecuencia deja de aparecer uno 
de los sinénimos en una de las dos mitades, como es de esperar en 
toda obra, es evidente que el vocabulario del poema tiende a 
confirmar la opinién de unidad de autor. 
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LOPE’S DON LOPE DE CARDONA; A DEFENSE OF THE 
DUKE DE SESSA 


CAREFUL study of Lope de Vega’s Don Lope de Cardona* 

reveals in the third act certain passages which force the con- 
clusion that the play has a purpose beyond its mere dramatic 
content. The object of this paper is to show that Lope wrote the 
play as a defense of the Duke de Sessa at the time of the latter’s 
banishment from Madrid in 1611, and thereby at the same time to 
fix the date of its writing. 

It was early in June, 1611, that the Duke de Sessa was ordered 
from Madrid to his country estates at ‘‘los lugares del Estado de 
Poza’’ near Valladolid. He protested, but to no avail, and left on 
June 8.? 


Official reasons for this banishment, as stated by Cabrera,® were 


. . . la necesidad que tenfan sus vasallos de gobierno, y por haber tratado 
mal de palabra cierta noche a un alguacil que iba de ronda y quiso re- 


conocer a los criados que 61 llevaba, porque les vié un broquel, que es 
prohibido para traer de noche. . . . 


He then comments, however, as follows: 


. » » y también se ha querido decir que no gustaban de la merced que el 
Principe le hacia, que se aficionaba mucho y holgaba le viese de ordinario 
y le pedia algunas nifierias de que se gusta en aquella edad; y se le mandé. 
que no entrase en el aposento de su Alteza, con decir que no es bien dar 
lugar de que se pierda el respeto a los Principes con la mucha familiaridad ; 
y lo mesmo se mandé en respeto de los dem4s, aunque el Duque del In- 
fantado no quiso obedecer cuando llegé a la puerta de su Alteza y se le 
dijo, sino que entré; pero después lo ha dejado de hacer.* 


In a letter which Lope wrote to Sessa on June 12, four days 
after the latter’s departure, he mentions that ‘‘los juicios sobre su 


1 First published in the Parte X of Lope’s Obras, of which the aprobacién 
is dated November 7, 1617, the only modern printing is that in Volume IV of 
Obras de Lope de Vega, Acad. Espafiola, Nueva Edicién, pp. 655-692. There 
is also a 17th century MS from the Parma collection, Bib. Nac. No. 985; see 
Rennert y Castro, Vida de Lope de Vega, Madrid, 1919, p. 477. 

2 Luis Cabrera de Cérdoba, Relaciones de las cosas sucedidas en la Corte 
de Espafia desde 1569 hasta 1614, Madrid, 1857, p. 442. 

8 Loc. cit. 

4 Ibid. 
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[i.e. Sessa’s] ausencia son tantos como las cabezas, y de las que 
gobiernan también hablan, aunque éstas son santas, buenas y 
justas.’’* As for himself Lope says, ‘‘. . . yo no sé qué pudo ser 
... Sabiendo también la bondad de V. Ex*., su quietud, y la pequefia 
causa, 0 casi ninguna, para tanto rigor... .’’® 

Sessa remained at Valladolid until April, 1612, except for a 
brief trip to Salamanca.’ By April 6, 1613, as related by Cabrera,*® 
Sessa was sufficiently back in the graces of the King to be ‘‘hecho 
merced del titulo de almirante de Napoles, para que ande en su casa 
perpétuamente, después de los dias del Principe Doria, que lo tiene 
con 4.000 ducados de renta que el Duque gozaba por su vida.”’ 

From this, the information available, we are forced to conclude 
that the actual charges of having berated an alguacil and the state- 
ment that his people needed governing were merely the subterfuges 
resorted to for public consumption. The real cause for the banish- 
ment was that suggested by Cabrera: Sessa was becoming too 
familiar with the young Prince,® and the Duke de Lerma, who was 


5La Barrera, Nueva biografia de Lope de Vega, p. 164. This writer 
merely quotes the reasons given for the banishment by Cabrera in a footnote 
(p. 143). Lope’s next biographer, the late Professor Rennert, adds nothing 
to his predecessor’s statements. Amezia, in his Lope de Vega en sus cartas, 
Madrid, 1935, which is the introduction to Lope’s as yet unpublished Epistolario, 
discusses the banishment in Chapter V (pp. 52-59), in which are additional 
quotations from letters by Lope, none of which, however, add anything to the 
information supplied above. They do, nevertheless, seem to prove more con- 
clusively than ever that Cabrera’s explanation of the causes is entirely correct. 
Especially convincing, as Amezia points out, is a hitherto unpublished letter, 
not of Lope, but of the Duke himself, and directed to the Prince nine years 
later, in December, 1620. Therein Sessa mentions: ‘‘. . . no sélo las merzedes 
y fabores que en su tierna edad reciuf de sus manos, sino los trabazos y fortunas 
que padect por ello; y por ser de los primeros vasallos y criados de V. A. que 
le amaron naturalmente, sin m4s interés que su obligacién y la fuerza de la 
inclinacién propia, pues no podia aspirar en aquel tiempo a mayor satisfacién 
ni la tenia el mundo como ser estimado de V. A. mi amor y byen uysto. Con 
él adoré sus tiernas ymaginaciones y le serui como permitia su edad y la 
curiosidad de tantos celos. Sitipose que amaua a V. E., como si no fuera justo, 
y didéme ocasién de padecer por &, que esto es lo que deuo a la enuidia, que de 
trabazos padecidos por V. A. hago més honrado mayorazgo a mis hijos que de 
la nobleza que me dexaron mis padres, tan grandes y tan leales seruidores de 
V. A.’’ (p. 54). 

6 Ibid. 

tId., p. 181. 

8 Op. cit., p. 513. 

® Philip, Prince of Asturias, later IV of that name, was born in 1605, 
and therefore only six years old at this time, but the struggle for the place of 
advantage behind the throne of the future king had already begun. Four 
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already fearful of losing his powerful position at the court, resorted 
to this means of getting another possible rival out of the way for a 
time. 

Don Lope de Cardona does not in the first two acts appear to 
have any bearing on Sessa’s banishment or on any other real life 
incident. It starts like many another drama of historical fiction. 
There are only two clearly historical characters, Alfonso IV of 
Aragon, and his son, Pedro, later IV of that name.*® The action 
opens around Valencia, and later moves to Sicily. There is a king 
of Sicily, Rogerio, whose daughter, Clenarda, formerly in love with 
Pedro, is now supposed to hate him because he killed her brother in 
a duel. Finally there are Don Lope de Cardona, an Aragonese 
general, and his wife, Dofia Casandra Centellas, who has been pub- 
liely courted by Pedro in her husband’s absence. 

First event of the play is Don Lope’s banishment from Valencia 
because his father, Bernardo de Cardona, drew a sword on the 
Prince in defense of his son’s honor. The whole of the first two 
acts is taken up with the difficulties in which the banished pro- 
tagonist now finds himself: He leaves Spain by sea, is shipwrecked 
in Sicily, is foreed by King Roger to lead an army back to Valencia 
against Valencia. He thus faces the proverbial dilemma of loyalty 
to the throne or to his own honor, and he challenges anyone in the 


years later Gaspar de Guzmdn, Count-Duke de Olivares, took charge of the 
destiny of the ten-year-old boy, and in 1621 when Philip III died, he brought 
about the complete downfall of the Lerma faction. Vide Martin Hume, 
The Court of Philip IV, London, n.d., especially Chapters I-II. See with 
regard to court intrigues, also Cabrera de Cérdoba, op. cit., passim; Amezia, 
op. cit., passim, and with regard to this situation in particular, Chapter V. 

10 Delineation of the character of Alfonso IV of Aragon, known as El 
Benigno, and of Pedro IV, known variously as El Ceremonioso, El Cruel, El 
Justiciero, and El del Punyalet, is quite true to history. This is to be noted in 
the former’s tolerant attitude throughout the play, especially in his easy pardon 
of Don Lope in the third act, as will be mentioned later; and in the Prince’s 
repeated tricks and treachery the future Pedro IV is realistic enough. In 
other respects history has been altered to fit the needs of the play. Pedro, 
although not married to a Sicilian princess during his father’s lifetime, as in 
the play, took Leonor, daughter of Pedro II of Sicily, as his third wife in 1349. 
During his reign he meddled much in the affairs of Sicily, but he had no part 
in any military expeditions which ended in his marriage as is the case with 
the prince in Don Lope de Cardona. Cf. appropriate portions of Zurita’s 
Anales de la Corona de Aragén, or any fairly detailed history of Aragon and 
Catalonia. As frequently noted in Menéndez y Pelayo’s introductory notes to 
his edition of Lope’s works, the dramatist on many occasions used Zurita 
as a source. At any rate the assumption is that as one of the most available 
historical works of his times, Zurita was undoubtedly most familiar to him. 
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Aragonese forces to meet him in single combat. The wily Pedro 
sends Cardona’s own father to meet him in the duel, but they recog- 
nize each other in the nick of time and Don Lope leaves the field 
of battle. At this juncture, through a ruse invented by Casandra 
and Clenarda, Pedro is enticed to the Sicilian camp for an inter- 
view and is taken prisoner. 

After the Sicilian fleet departs with its royal captive, Don Lope, 
who has despairingly remained behind, falls into the hands of a 
group of Valencian fishermen, and is led before King Alfonso. 
The scene which follows marks the turning point of the play. 
Here occurs the sudden resolution of Don Lope’s problems which 
has been noted by critics since the time of Grillparzer and Schack."* 
From this point, too, the plot interest changes, and the third act is 
devoted to the rescue of the Prince from the danger into which he 
has fallen. Further, the first clue to the dramatist’s motive in 
writing the play is here discovered : 


(A Don Lops, atado y medio desnudo, traigan los PESCADORES.) 
Don Lops. éQue atin no acaban de tener 


fin desdichas semejantes ? 
Lauro. Habla ti. 
Fausto. Yo no sabré. 
BELARDO. Hable Riselo. 
RIsELO. Quisiera, 

si el Rey temor no me diera. 
BELARDO. Hable Tebano. 
TEBANO. No sé. 


11 Grillparzer, Studien zum spanischen Theater, Vol. XVII of his Sadmtliche 
Werke (20 vols.), Stuttgart, pp. 162-169; and Schack, Historia de la literatura 
y del arte dramdtico en Espafia, trad. Eduardo de Mier, Madrid, 1887, ITI, 121- 
131. Stiefel, ‘‘Die Nachahmung spanischer Komédien in England unter den . 
ersten Stuarts, III,’’ in Archiv fiir das Studiwm der neueren Sprachen und 
Literaturen, CXIX, 309-350, is the most accurate in his statement of the play’s 
apparent weakness: 

**Den Hauptmangel des . . . Dramas sehe ich in der fehlenden Einheit der 
Handlung und des Interesses. In den beiden ersten Akten steht Lope de 
Cardona miichtig im Mittlepunkte des Dramas, im dritten dagegen tritt er 
zuriick, und es ist der Prinz don Pedro und Clenarda, die uns fast ausschliesz- 
lich interessieren. Lope de Vega war bemiiht, Cardona und Cassandra kiinst- 
lich in den Vordergrund zu schieben durch die oben angefiihrten romantischen 
Erfindungen; allein vergebens’’ (p. 349). 
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Lauro. Habla, Belardo, pues fuiste 
en Castilla palaciego. 
Dow Atonso. Qué es esto? 
BELARDO. (Temblando llego.) 
Lauro. Persinate. 
BELARDO. (Bien dijiste. ) 
Supremo Rey de Aragén, 
andando orilla del mar 
buseando algunos soldados 
que se quedaron atris, 


éste hallamos, que nos pide 
que, habiéndole de matar, 
él mismo escoja su muerte. 
La licencia fué piedad, 
pues dice que le arrojemos 
en el mar; pero al entrar 
en la barea con que al golfo 
todos caminando van, 

vuelta la cara a Valencia 
tales cosas pudo hablar, 

que en vez de darle muerte 
vida tus ojos le dan. (P. 684.)** 


Here a group of very minor characters, the fishermen, delay the 
action and discuss who is to explain the presence of such a motley 
crowd before the King. Some point is made of the fact that 
Belardo, the fisherman who bears Lope’s pseudonym, should do 
the talking. The scene continues: 


Don Atonso. Eres de Sicilia? 


Down Lope. No; 
mas cerea mi patria esta. 
Don Atonso. Pues ide dénde eres? 
Don Lope. De Espaiia. 


Don Atonso. <éDe Espafia? qué lugar? 


Don Lope. Si a los reyes, gran sefior, 
se ha de decir la verdad, 
de Valencia soy; Valencia 
es mi patria natural. 


12 Page references are to the New Academy edition. 
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Don Atonso. Tres estados hay en ella; 
porque caballeros hay, 
ciudadanos y plebeyos. 
éEn qué jerarquia estés? 

Don Lope. Un tiempo que envidias fieras 
Luzbel me hicieron llamar, 
al lado del Rey me vi, 
mas sin soberbia jams. 

Cai sin culpa a un infierno 
de agua, porque el fuego ya 
quedé en el hijo del Rey, 
que Amor tal nombre le dan. 
Llevéme esta agua a Sicilia, 
de donde vuelvo a pasar 

este mar, y el de mis ojos, 
eon nombre de general. 

No lo fui contra mi patria, 
como envidiosos diran, 

que antes por hacerla bien 
me ha venido tanto mal. (Ibid.) 


Don Lope’s words are seen at once to be at complete variance 
with the essential plot of the play in this particular: It was not 
envy which caused his banishment, but the treasonous act of his 
father in drawing a sword on the prince, Don Pedro. We are there- 
fore forced to conclude that Don Lope here represents some person 
other than the one required by the previous action of the play. 
Belardo (Lope) is present. Nothing is then more logical than to 
assume that Don Lope here represents the Duke de Sessa. 

Now we eliminate from these lines the underlying connection 
with the plot of the play, and we have these conclusions: Sessa had 
been in favor at the palace, but envious parties had him cast out. 
The cause was the Prince. He intended no evil to his sovereign, 
but some jealous individuals returned his good with evil, and he 
was banished. All of this fits the situation hinted by Cabrera, and 
if it is Sessa who is speaking, we can assume that here Alonso 
represents not Alfonso IV of Aragon, but the reigning monarch, 
Philip III. Thus, as Belardo states in his speech, now that Sessa 
has been allowed to present his case, the royal presence will give 
life, not death, to the Duke. 

Clinching the contention that Lope intends it to be understood 
that Sessa, not Don Lope de Cardona, is speaking, is the King’s 
reply to the last speech quoted above: 
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Don Avonso. La mudanza del vestido, 
y el rostro a un villano igual, 
no me dejan conocerte 
por las sefias que me das. 
éEres Don Lope? 
Dow Lopez. Yo soy. (Ibid.) 


Since the Duke de Sessa had been banished to his country estates 
near Valladolid, what is more logical than to consider him no longer 
a gentleman, but a villano, one attached to the soil, who cannot 
obtain the King’s ear because he is not recognized in his present 
guise? Lope’s letters advise the Duke to be careful what he writes, 
thereby showing that he is in a dangerous position : 


. . « ereo que las cosas de acf se van haciendo bien; y digame V. ex.* qué 
pasé a aquella gran persona visitando a mi sefiora la Duquesa, pues alla 
lo habran escrito; y sobre todo, cuenta con la moderacién de las palabras, 


que papeles son las flechas de los moros de Pelayo, que se vuelven contra 
los duefios. . . 


He wrote thus on July 2, 1611, and four days later: 


Ya se habla en que volver4 presto V. ex.* aqui. ..j; con todo eso me 
dixeron tuviese V. ex.* cuenta con lo que escribe . . . porque si tomaren 
carta de V. ex.* vean qué poco se acuerda de cosa que parezea agravio, 
pues aun no sabe la causa de su destierro.™ 


La Barrera does not quote further letters with regard to the 
banishment except the one which refers to the return of the Duke 
to Madrid in April, 1612."° 

But to return to Act III of Don Lope de Cardona and to the 
outcome of the plea to the King: we find that with almost ridiculous 
ease, in light of his double treason, the protagonist is pardoned by 
the king. Then he is immediately put in command of an expedi- 
tion to rescue Prince Pedro in Sicily. From here to the end the 
play stresses the loyalty of Don Lope de Cardona and his wife, 
Dofia Casandra Centellas, to the Prince, so that when all ends 
happily in the success of the expedition, the play closes with these 
words spoken by the hero to his wife: 


A tu lado muchos aiios, 

eon que acabe con la historia 

la injusta persecucién 

de Don Lope de Cardona. (P. 692.) 


18 La Barrera, op. cit., p. 166. 
14 Ibid. 
15 Id., p. 189. 
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In other words the poet says, now that in this play the story of the 
unjust persecution has been told, let it proceed no further. This 
can mean nothing except that since the poet, through his actors, 
has exposed the injustice of a given persecution, it should come to 
an end. Don Lope is not speaking for himself, a stage character ; 
he is speaking about the persecution of someone whose identity is 
apparent through the situations presented in the play; he is in fact 
the Duke de Sessa speaking for himself through the pen of Lope 
de Vega. The peculiarity of the third act of the play is thus ex- 
plained: It has the definite purpose of focussing attention upon the 
Duke de Sessa’s relationship to the prince on whose account he has 
been banished. It stresses his loyalty to the royal family under 
all circumstances, a loyalty which is adequately rewarded in the 
play as a hint to the reigning sovereign that he should do likewise. 

It has already been stated that Don Lope de Cardona is a 
scarcely truthful representation of history. It is not only in the 
characters, Alfonso IV and Pedro, already mentioned, that history 
has been adapted to meet the dramatist’s needs. In the creation of 
a character to represent the Duke de Sessa an ingenious combination 
of events and persons from Cardona family lore was employed."® 


16 Following is a brief summary of the historical background of the char- 
acter, Don Lope de Cardona: 


1, While no member of the Cardona family seems to have borne the name 
of Lope, several exploits of members of the Cardona family during the reigns 
of Alfonso IV of Aragén and his son, Pedro IV, have apparently been used 
as partial basis for the character delineation and for the action of the play: 


(a) Ramén de Cardona, governor of Sardinia, younger brother of Hugo 
Foleh, first Count de Cardona, and his activities in the struggle of Alfonso IV 
with the Genoese over Sicily and Sardinia and the Mediterranean commerce 
controlled thereby are parallel because of the similarity of naval engagements to 
those described in the play, including a Genoese expedition which marauded 
the Valencian coast. Zurita, II, fol. 101 et seg. (For a general discussion of 
the period, ef. Chaytor, A History of Aragon and Catalonia, London, 1933, 
p. 163.) 


(b) The revocation of privileges of Ramén de Cardona, a nephew of the 
twelfth Viscount de Cardona, Ramén Folch, and son of Bernardo Amat de 
Cardona, during the reign of Jaime II, father of Alfonso IV, is strikingly 
parallel to the episodes in the play in which Don Lope is exiled and further 
deprived of recognition because he is serving another liege lord. (The said 
Ramén de Cardona was deprived of his rights and holdings specifically because 
he was serving in the Pope’s army in Italy in the wars between the Guelphs 
and the Ghibellines.) This dispute involved lands and the title to the County 
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Sessa, as his full name shows, was related to the Aragonese royal 
family, the famous Cardonas of Aragon and Catalonia, and the 
counts of Cabra, for he was: Don Luis Fernandez de Cérdoba Car- 
dona y Aragén, sexto Duque de Sessa, cuarto Duque de Soma y de 
Baena, Marqués de Poza, octavo Conde de Cabra, Conde de Palamés, 
Conde de Olivito, Vizeonde de Iznajar, Sefior de las Baronias de 
Velpuche (i.e. Bellpuig), Vifiola, y Calonge, and later, Gran Al- 
mirante de Napoles. 


From Lope’s standpoint Sessa family history was a mine of 
excellent source material,'’ and from it he succeeded in creating a 


of Urgel, title to which is conferred by the King on Don Lope de Cardona at 
the close of the play. Zurita, Anales, II, fols. 33 r°., 34 v°. 


(ce) Dofia Casandra de Centellas may have a counterpart in Catalina de 
Centellas who was the wife of Ramén de Cardona y Luna, XII Baron of Bell- 


puig, second of the barons of Bellpuig who were direct ancestors of the Duke 
de Sessa. See 2, below. 


2. Don Lope de Cardona, who at the close of the play receives the title of 
Duke de Segorbe, may be partially identified as Don Lope de Luna: 


(a) In that both held the title of Duke de Segorbe, not in their own 
right, but because of their wives. Don Lope de Luna secured the title by 
marriage to Violante, sister of Alfonso IV of Aragon, and Don Lope de 
Cardona’s wife, masquerading as a Portuguese general to rescue Prince Pedro, 
received it for him. Zurita, Anales, II, fol. 77 v°., and N. Acad., IV, 692. 

(b) The effort to link Don Lope de Luna, first Duke de Segorbe, with the 
play, and thereby to stress Sessa’s double connection with the house of Aragon, 
is apparent through choice of the name, Lope, for the protagonist, and also 
through the use of the Centellas surname as that of his wife. Catalina de 
Centellas, who is mentioned above, was married to the only ancestor of the 
Duke de Sessa to employ the Luna surname as part of his own. He was a 
grandson of Hugo Folch, first Count of Cardona, and Beatriz de Ejérica Luna 
y Aragén, and maternal grandparent, five generations removed, of the Duke 
de Sessa. Vide Garcia Caraffa, Enciclopedia herdldica y genealdégica hispano- 
americana, Madrid, 1919-36, XXIII, 172-200, for a fairly complete table of 
the Cardona genealogy. 

3. Since the two Cardonas, Ramén, soldier of the Pope, and Ramén, gov- 
ernor of Sardinia, were almost contemporary, it is possible that Lope had con- 
fused them. At any rate the fact that they and Don Lope de Luna were all 
approximately contemporaneous with Alfonso IV enables one to conclude that 
Lope might easily have combined them to create a character to suit his purpose 


in the defense of the Duke de Sessa, who was descended from or related to all 
three. 


17In at least two other plays Lope has employed the Cardona name and 
family lore: Amar como se ha de amar (N. Acad., III, xiii—-xiv, 181-213) and 
Las bizarrias de Belisa (N. Acad., XI, xviii, and the play itself), the latter of 
course being of autobiographical character and referring to both Lope and his 
patron. Among other ancestors of the Duke de Sessa to appear in Lope’s 
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protagonist, Don Lope de Cardona, who stood for all the glorious 
past, all the loyalty, all the noble prestige which formed the Duke 
de Sessa’s ancestral background. As a result, to men at all familiar 
with history, and the King would surely have been, the purpose of 
the play was self evident. 

To sum up then, Don Lope de Cardona is quite evidently a de- 
fense of the Duke de Sessa at the time of his banishment from 
Madrid to Valladolid in 1611, because (1) Lope de Vega has intro- 
duced himself in the person of a character, Belardo, his usual 
pseudonym, who speaks for the protagonist and opens the way for 
him to present his case to the king. (2) As soon as he is allowed 
to present his case, Don Lope’s double treason is forgotten. This 
is evidently a hint to the present king that the trumped-up charges 
against the Duke de Sessa should be as quickly dismissed. (3) The 
sudden change of direction and interest in the plot after the third 
act, noted since critics first considered the play, is explained by the 
fact that its definite purpose was to erect a defense for Lope’s 
patron. (4) The protagonist is intended to be taken as the Duke 
de Sessa because of the connection the latter had with the houses 
of Aragon and Cardona, and because of the events of the play 
which parallel historical traditions of the family. 

If the foregoing is correct, the date of the play is fixed. The 
Duke de Sessa’s banishment from Madrid lasted from June, 1611, 
until April, 1612. The play must then have been written during 
the summer of 1611, or not later than early autumn, because the 
death of the Queen **® took place on October 3. The court was 


plays is the first to hold the title, Don Gonzalo Fernfndez de Cérdoba, el Gran 
Capitan, whose exploits and deeds form the chief sources of Las Cuentas del 
Gran Capitén (Acad., XI, 381-419), El Cerco de Santa Fe (Acad., XI, 229- 
257), and La Nueva Victoria de Don Gonzalo de Cérdoba (Acad., XIII, 107- 
143). Cf. appropriate introductory notes, in said volumes. My efforts to 
locate any genealogy which Lope may have used in his writing of the play 
under consideration or of any of the others which deal with members of the 
Duke’s family, especially the Cardona branch, have so far failed. That he 
was well-acquainted with the family history of his patron is to be assumed in 
view of the long service as his confidential secretary. For example, Amezia 
includes in his work, above cited, in Appendix II, 498 et seg., a number of docu- 
ments, not previously published, having to do with claims for incomes belong- 
ing to the Cardonas in Italy. In this connection it is interesting to note that 
some of the claims were decided favorably while Sessa was still in banishment. 
(Id., p. 500.) For the successful handling of these matters, Lope would 
necessarily have to be well versed in the genealogical background of his patron. 

18 Margarita of Austria died a few days after she had given birth to a son, 
probably of puerperal fever. Cf. La Barrera, op. cit., p. 173. 
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therefore in mourning for the rest of the year, and Lope had to 
turn to non-dramatic activities.’® 

This date for the play is further indicated by the versification 
which is as follows, in percentages of the whole, 3192 verses: Re- 
dondillas, 49.5; Quintillas, 17.9; Romances, 18.2; Octavas, 0.5; 
Sueltos-endecasilabos with occasional rimed couplets, 11.0; Décimas, 
1.3; Sonetos, one; All others (endechas and heptasilabos sueltos), 
0.7. 

Because of the small number of romances and the presence of 


décimas, the period of writing could not be much earlier nor much 
later than 1611.” 


A. W. Bork 
University of Arizona 


19 La Barrera, op. cit., pp. 174-175 et seq. Los Pastores de Belén was one 
of the chief works of this period. IJd., p. 178. 

20I had based these conclusions on Buchanan’s study of versification (The 
Chronology of Lope de Vega’s Plays, Toronto, 1922). In the recently pub- 
lished monumental study by Professors Morley and Bruerton (The Chronology 
of Lope de Vega’s Comedias, pp. 191-192), the years 1608-1612 are given as 
their verdict on the date of the play from the evidence seen in the versification. 
The one sonnet present therein gives few clues, if any, to the date. Otto 
Jérder, in Die Formen des Sonetts bei Lope de Vega (Half-title: Beihefte zur 


Zeitschrift fiir Romanische Philologie, LXXXVI. Heft), p. 40, lists the play 
only as ‘‘vor 1617’’ and its sonnet, number 794 in his catalogue, leads him to 
no other conclusions. It is in the form he designates as ‘‘A’’: ABBA, ABBA, 
CDCDCD, and is on p. 689 of N. Acad., IV. 


ON THE CUZCO BOOK TRADE, 1606+ 


E slow, plodding pack-trains painfully climbing from the 
viceregal capital on the arid coast of Peru through the still 
more arid wastes of sand and rock to the chill heights of the ancient 
Incan seat of power in the lofty Sierra were the sole means of trans- 
portation of the profitable domestic trade in Spain’s richest province 
of the new world. On this arduous journey of some one hundred 
and eighty-four leagues, usually lasting from one to two months,’ 
merchants of Lima sent their surplus wares, chiefly manufactured 
goods from the mother country, for sale at a handsome profit to 
Spaniards and to the more prosperous inhabitants of remote towns 
and mining centers in the interior. That many of these isolated 
subjects were literate and even possessed intellectual interests is 
amply attested by the fact that considerable quantities of books 
were included in the merchandise thus laboriously brought to them 
from the coast. Previous studies have clearly demonstrated that, 
despite the prohibitive legislation relating to the importation of 
books, those who lived in viceregal capitals and large coastal cities 
were able to purchase and read all classes of literature available 
in the Peninsula, and not even the works of imagination specifically 
mentioned in the laws were denied to colonial readers.* Documents 
1A fellowship granted by the John Simon Guggenheim Memorial Founda- 


tion permitted the writer to assemble material in Peru and Chile for this and 
other studies. 


2 Concoloreorvo (Calixto Bustamente Carlos Inga), El lazarillo de ciegos 
caminantes desde Buenos Aires hasta Lima (Biblioteca de cultura peruana, 
no. 6, Paris, 1938), apéndice, chap. XXV, gives some indications as to the 
route between Lima and Cuzco. Though this work describes mail routes be- 
tween these two cities over a hundred and fifty years after the time of our 
documents, it is likely that the route was much the same as that taken by the 
pack-trains in 1606. Also of interest in this connection is W. B. L. Bose, ‘‘ Los 
origenes del correo terrestre espafiol en el virreinato del Perdé,’’ Segundo 
congreso internacional de historia de América, Buenos Aires, 1937, II. 

With regard to the amount of time required for the journey from the 
capital to Cuzco the diarist in the Diario de Lima de Josephe de Mugaburu, 
1640-1694 (Carlos A. Romero, ed., Lima, 1935, 2 vols.), II, 196, reports that 
he left Lima with his wife and children on September 12, 1676 and reached 
Cuzeo on November 1, 1676 ‘‘after traveling fifty days.’’ 

8 Cf. Francisco Rodriguez Marin, El ‘Quijote’ y Don Quijote en América, 
Madrid, 1911; Francisco FernAndez del Castillo, Libros y libreros en el siglo 
XVI (Publicaciones del Archivo General de la Nacién, VI, Mexieo City, 1914) ; 
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recently discovered in the National Archive of Peru now prove that 
the opportunity to read all types of secular as well as ecclesiastical 
literature was by no means limited to the fortunate dwellers in the 
centers of culture in the new world, but also was within reach of 
those expatriates who sought fortune in distant villages and rough 
mining-camps.* 

Early in the spring of 1605 Juan de Sarria, a book dealer of 
Alealé de Henares, brought to Seville for shipment to the Indies 
an important consignment of books. In due time the annual flota 
or fleet to Tierra Firme departed, carrying among its varied cargo 
sixty-one cases of books which included, among other significant 
titles, at least seventy-two copies of the first edition of Don Quizote 
de la Mancha, for delivery to the shipper’s business partner in Lima, 
Miguel Méndez. Juan de Sarria, Jr., a young man of twenty-four 
with a way to make in the new world and son of the book-seller of 
Alacalé de Henares, was on hand at Puertovelo, when the galleons 
dropped anchor at their western terminal, and promptly took charge 
of conducting this valuable shipment across the Isthmus of Panama 
and to its destination in Peru. On June 5, 1606, he was able to 
turn over to his father’s business associate in Lima forty-five of the 
original sixty-one cases or a total of 2,895 volumes for which a 
receipt was duly signed.°® 

The firm of Sarria and Méndez did not, however, limit its com- 
mercial interests to the wealthy market of Lima but pushed sales of 
its goods in outlying parts of the vast realm of Peru as well. 
Searcely had the youthful Sarria made delivery of the books just 
arrived from Spain when he attached his signature to receipts for 
José Torre Revello, Un catdlogo impreso de libros para vender en las Indias 
Occidentales en el siglo XVII, Madrid, 1930; Irving A. Leonard, Romances of 
Chivalry in the Spanish Indies with some Registros . .. Books to the Spanish 
Colonies, Berkeley, 1933; ‘‘A shipment of comedias to the Indies,’’ Hispanic 
Review, 1934, II, 39-50; ‘‘Notes on Lope de Vega’s Works in the Spanish 
Indies,’’ ibid., 1938, IV, 277-293; ‘‘Don Quixote and the Book Trade in 
Lima, 1606,’’ ibid., 1940, VIII, 285-304; Otis H. Green and Irving A. Leonard, 
**On the Book Trade i in Mexico City, 1600,’’ ibid., 1941, LX, 1-40. Of especial 
interest is ‘‘ Biblioteeas y librerias coloniales,’’ Boletin del archivo de la nacién, 
Mexico City, 1939, X (no. 4), 661-1006, and particularly José Torre Revello, 
El libro, la imprenta y el periodismo en América durante la dominacién 
espaiiola. Buenos Aires (Publicaciones del Instituto de Investigaciones His- 
toricas, nim. LXXTV), 1940. 

4 See documents in the Appendix. 

5A fuller account of this shipment with a list of the books included is 


given in Irving A. Leonard, ‘‘Don Quixote and the Book Trade in Lima, 
1606,’’ Hispanic Review, 1940, VIII, 285-304. 
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two allotments of this merchandise which he agreed to transport 
and sell in Cuzco and other parts of the Andean Sierra. The larger 
of the two batches consisting of approximately 438 volumes he was 
to dispose of inland if possible, turning over the entire proceeds to 
the company formed by his father and Miguel Méndez. Perhaps 
to stimulate the spirit of enterprise and to give an added incentive 
to the youthful salesman a smaller consignment of 82 books was 
entrusted to him on different terms. According to the separate 
agreement covering this transaction, Sarria, hijo, was authorized 
to sell these wares in Cuzco and its vicinity in behalf of and at the 
risk of the company, but with the understanding that he should 
receive one half of the profits resulting from the venture. Thus it 
was that two documents, giving the conditions of the bargain and 
listing the titles of the books in each allotment, were drawn up and 
are still preserved.® 

A study of these titles thus sent to Cuzco permits some interest- 
ing deductions. Since a considerable number of the works men- 
tioned are not found in the records of the forty-five cases of books 
which young Sarria had just brought down from Panama it is 
evident that the two collections were assembled, in part at least, 
either from other shipments received the same year or from older 
stock on hand. Whether these variations in the kinds of reading 
material loaded on the pack-train and bound for the interior sprang 
from differing demands of the trade in those remote centers, or 
whether the dealers availed themselves of an opportunity to unload 
in the provinces titles which had proved less salable in the viceregal 
capital, are questions which can not be clearly answered. It is 
possible that the second and smaller group, for which Sarria, Jr., 
was to receive fifty percent of the proceeds, was composed of older 
stock. However, the inclusion of two copies of ‘‘comedias de lope 
de vega,’’ presumably the first Parte of the plays of the great 
Spanish dramatist published for the first time in 1605, argues 
against this theory." The other two fictional works on the list, 
Celestina and the Picaro (Guzman de Alfarache), may well have 
been efforts to clear the shelves of old orders. 

In order to make a brief examination of the types of books which 
were sold and presumably read in Cuzco and its vicinity it is con- 

6 Recibos. Miguel Méndez de Juan de Sarria, Protocolos, Francisco 
Davalos, 1606 (Archivo Nacional del Perf), fols. 338-344v. 


7It is of interest to note that only one copy of Lope’s comedias is re- 


ported in the 45 cases of books which Sarria had brought down to Lima from 
Puertovelo, 
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venient to divide the works represented into three general classi- 
fications as: belles lettres, secular, and ecclesiastical literature. 
Though numerically the last mentioned group constitutes about 
three quarters of both collections (the clergy were, of course, the 
chief consumers of books), discussion will be limited mainly to the 
first two classes as their dissemination in the new world has, until 
recently, been little known. 

What strikes one’s attention first, perhaps, in the larger con- 
signment for Cuzco are the works of pure imagination and par- 
ticularly the nine copies of Don Quixote de la Mancha. The latter 
were undoubtedly brought to Peru in the shipment which young 
Sarria had received in Puertovelo and probably formed a part of 
the first edition of Cervantes’ masterpiece. Thus it seems likely 
that at least nine copies of the princeps, of which so little was known 
for two centuries, found their way in 1606 to the ancient seat of 
the vanished Incan empire high in the Andes of South America. 

Lope de Vega, in this same consignment, is represented by four 
titles, two prose works, Arcadia and El peregrino en su patria, and 
two in verse, La hermosura de Angélica and Isidro, totalling thirteen 
copies in all. But the two copies of the comedias of Lope in 
Sarria’s second batch, as already indicated, are the most significant 
item because of the tremendous influence this type of literature 
was to exert on the leisure reading habits of the colonies in the years 
following. 

The lone copy of Don Policisne de Boecia, published in 1602 
and generally considered the last of the long series of novels of 
chivalry before Don Quixote, represents, perhaps, an effort to un- 
load on the possibly less surfeited reading public of the Sierra the 
type of fiction which was already less palatable to the more sophisti- 
cated book-buyers of Lima. The small number of romances of 
chivalry noted on most book-lists of the opening years of the seven- 
teenth century indicates that the popularity of this genre had nearly 
vanished before the appearance of Cervantes’ great work even in 
the far-off colonies. 

Antonio de Guevara’s Libro dureo de Marco Aurelio, which had 
enjoyed as much public favor as Amadis de Gaula and La Celestina 
throughout the sixteenth century,® was still among the best-sellers 
in Lima and the Peruvian hinterland, while Rojas Villandrando’s 
readable Viaje entretenido, and a somewhat emasculated Lazarillo 
de Tormes claimed an audience in the same realm. 


8 Juan Hurtado and Angel Gonzélez Palencia, Historia de la literatura 
espaiiola, Madrid, 1925, p. 408. 
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Secular literature offered to the Cuzco market included philo- 
sophical classics such as Boethius Consolation of Philosophy, and 
Juan de Torres Filosofia moral de principes, chronicles of Charles 
V and Alphonso the Wise, histories of Spain by Mariana, of the 
Indies by Gémara as well as Pérez de Hita’s ever popular Guwerras 
civiles de Granada, geographies such as Rebullosa’s Descripcién de 
todas las provincias y Reynos del mundo, and treatises of a scientific 
or practical nature on veterinary science, surgery, manuals of in- 
struction for lawyers, scribes and other public officials, almanacs, 
ete. 

Overshadowing all other works, of course, were ecclesiastical 
writings which, besides ponderous theological and exegetical trea- 
tises, tracts, sermons, and books of devotion, also included quanti- 
ties of poetry of a distinctly pious nature. In both of the 
assortments which Sarria was taking to Cuzco the stock was pre- 
ponderantly of that character, yet it does not necessarily follow 
that the Latin tomes and religious works were read as avidly or 
reached as large a public as the much smaller number of fictional 
literature. Even the clergy were known to be addicted to the less 
respectable forms of literary expression and the relatively few 
copies of purely imaginative writings doubtless passed from hand 
to hand—which probably explains their extreme rarity in the books 
of the period surviving the ravages of time. 

An examination of the titles of the two book-lists suggests a few 
statistics which are offered without claim to complete accuracy. 
Some works have not been identified, a few are indicated conjec- 
turally and may belong to other categories than those arbitrarily 
set, and the use of ‘‘unos”’ in indicating the number of copies in 
one instance renders exact figures impossible of attainment. Never- 
theless some interest may lie in the following statements: 

The first group of about 438 volumes representing some 123 
titles gives for belles lettres 13 percent of the total number of 
copies and 10 percent of all the titles; secular literature claims 11 
percent of the copies and 21 percent of the titles; and ecclesiastical 
works represent 76 percent of all copies but 69 percent of the titles. 

In the second and smaller group the percentages are similar. 
Of the approximately 82 copies representing 35 titles, belles lettres 
fall to 9 percent of the total copies and titles; secular literature 
takes 15 percent of the copies and 18 percent of the titles; finally, 
ecclesiastical works again tower with 76 percent of the copies and 
73 percent of the titles. These percentages do not vary greatly 
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from those obtaining in the records of other book shipments of the 
period.® 

It is noted that the prices placed on the books intended for the 
Cuzco market tend to rise sharply over those indicated in the 
receipt for the forty-five cases of books just received from Spain. 
Considering the additional freightage involved the increased cost 
of books in the Sierra is not, of course, surprising. But one is 
struck by numerous inconsistencies and what appears to be a some- 
what capricious marking up of prices. These differences are 
further complicated by the monetary units in which the values are 
expressed. The receipt for the forty-five cases from Spain signed 
by young Sarria and Méndez in Lima gives prices in reales (records 
of the original shipment at Seville, unfortunately, give no indica- 
tion of cost), but the documents covering the two smaller assort- 
ments bound for Cuzco and vicinity express the value of each copy, 
sometimes in reales, sometimes in pesos, and more often in patacones, 
apparently a slang term for pesos. Assuming that the latter unit 
was the equivalent of eight reales, which was standard for the 
silver peso at that time,’® the prices for the Cuzco customers were 
stepped up from 25 percent to considerably over 100 percent above 
those prevailing in Lima, though in one or two instances the same 
amount is indicated for both markets. The copies of Lope de 
Vega’s Arcadia, for example, are listed at 12 reales in Lima and 
for Cuzco," while La hermonsura de Angélica rises from 12 reales 
to 2 patacones (16 reales?), and his El peregrino en su patria 
jumps from 8 to 20 reales. A copy of Don Quixote, which is listed 
at 24 reales in the viceregal capital, costs the cuzquefio some 4 
patacones (32 reales?). The Filosofia moral de principes of Juan 
de Torres is marked up from 50 reales per copy in Lima to 9 
patacones or 72 reales in Cuzco and vicinity. These examples are 
probably sufficient to illustrate the price differentials at which 
Sarria, Méndez Company, merchants of Lima, offered their wares 
to their widely separated trade. But more important than these 
economic considerations is the fact, clearly indicated by the two 
documents reproduced below in summary, that Spaniards, Creoles 
and others reading the sonorous language of Castile were not denied 

® Cf. figures given for Sarria shipment of 45 cases in Hispanic Review, 
VIII, 291-292. 

10 Cf. Roland D. Hussey, ‘‘ Colonial economic life,’’ in A. Curtis Wilgus 
(ed.), Colonial Hispanic America, Washington, D. C., 1936, p. 318. 


11 Copies of Remedios contra los pecados are listed on both the Lima and 
Cuzco documents at 8 reales each. 
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access to the best and most representative literature of the mother- 
land even though their destinies carried them to the most outlying 
frontiers of Spain’s vast and far-flung empire. 


Irvine A. LEONARD 
Brown University 


Document N° 1] 


Por quantos Esta carta vieren como yo Juan de ssarria rresidente En 
esta ciudad de los rreyes Digo e Otorgo que he rr® e tengo en mi Poder de 
miguel mendez que esta Pressente Una memoria de libros Por la forma e 
manera sig** 


[Copies] 
2  araucana 4* pte [Diego de Santistevan Osorio, La 
Araucana| patacones 2 
2 arcadia de Lope [Lope de Vega Carpio, Arcadia] reales 12 
1 don Policisne De boecia [Juan de Silva y de Toledo, 
Historia famosa del Principe don Policisne de Boecia, 
hijo y tinico heredero de los Reyes de Boecia Minandro 
y Grumedela] patacones 2 
9 Don Quixote de la mancha [Miguel de Cervantes Saavedra, 
El ingenioso hidalgo Don Quixote de la Mancha] 
patacones 4 
6  galateo y Lazarillo [Lucas Gracifén Dantisco, Galateo 
espanol . . . va atiadido el destierro de la ignorancia 
..+¥Y la vida de Lazarillo de Tormes, castigado] 


reales 8 
3 hermosura de Angelica [Lope de Vega Carpio, La her- 
mosura de Angélica] patacones 2 
6  marcaulerio [Antonio de Guevara, Libro dureo de Marco 
Aurelio] pesos 1% 


12 Protocolos, Francisco Davalos, 1606 (Archivo Nacional del Peri), 
fols. 338-342. The total number of copies of each title has been indicated to 
save space, and works representing belles lettres have been separated and 
placed first. The task of identification is difficult owing to abbreviated titles 
and frequent omission of authors’ names and other details. Use was made of 
standard bibliographies such as Antonio Palau y Dulcet, Manual del librero 
hispano-americano; Cristébal Pérez Pastor, Bibliografia madrilefia, La im- 
prenta en Medina del Campo, and La imprenta en Toledo; Nicolés Antonio, 
Biblioteca hispana nova ; and special lists such as Clara L. Penny, List of Books 
printed before 1601, Books printed 1601-1700 (Hispanic Society, New York) ; 
Henry Thomas, Short title Catalogue of Books printed in Spain and of Spanish 
Books printed elsewhere in Europe before 1601 now in British Museum; his- 
tories of Spanish literature, encyclopedias, dealers’ catalogues, ete. 
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Perigrino en su Patria [Lope de Vega Carpio, El pere- 
grino en su patria] reales 
rromanssero general [Romancero general, en que se 
contienen todos los Romances que andan impresos en 
las nueve partes] patacones 
rromansseros nuevos reales 
sant yssidros [Lope de Vega Carpio, Isidro] reales 
Viaje entretenido [Agustin de Rojas Villandrano, El viaje 
entretenido | patacones 


abecedario virginal [Antonio Navarro, Abecedario virginal 
de excelencias del santisimo nombre de Maria... ] 
patacones 
agricultura del alma [Melchor Rodriguez, Agricultura del 
alma} patacones 
albanas de tolossa (unidentified ) reales 
albeiteria de Calbo [Fernando Calvo, Libro de albeyteria]} 
patacones 
albeiteria de fran®® de larreyna [Francisco de la Reyna, 
Libro de albeyteria] reales 
artes de servir a dios [Alonso de Madrid, Arte para servir 
a Dios] reales 
astetes llanos [Gaspar Astete, El modo de rezar el rosario] 
patacones 
astetes dorados reales 
avis in C. de Corregidores (Unidentified) patacones 
bita Xpi de fonsseea [Cristébal de Fonseca, Vita Christi] 
patacones 
boecio de conssolacio [Boethius, Libro intitulado de la 
consolacion de la philosophia]} patacones 
brebiarios con sus diurnios llanos [Breviarium Romanum] 
patacones 
brebiarios con sus diurnios dorados [Breviarium Ro- 
manum | patacones 
brebiarios con oficio de ssant fran®® y diurnios llanos 
patacones 
brebiarios yn diez y seis con sus diurnios llanos patacones 
brebiarios yn diez y seis con sus diurnios dorados 
patacones 
eabrera sobre la segunda parte de Santo Tomas 1* 2* pte 
[Pedro de Cabrera, ... Sancti Thomae commen- 
tariorum et disputationum] patacones 
como sse a de oyr missa [Miguel Lombardo, Instruccién 
y forma de como se a de oyr la misa]} reales 
concilio de trento [Concilium tridentinum] reales 
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conficiones De 8. agustin [Las confesiones del glorioso 
doctor de la iglesia, traduzidas de latin] patacones 
conquista del rreyno de dios [Juan de los Angeles, 
Didlogos de la conquista del espiritual y secreto reino 


de Dios] reales 
conssetos de ledesma [Alonso de Ledesma Buitrago, Con- 
ceptos espirituales | reales 
conssetos ssobre la magnifica [César Calderari, Conceptos 
scripturales sobre el magnificat } reales 
eontentu mundi [Thomas 4 Kempis, Contemptus mundi] 
reales 


eoronica de carlos quinto [Prudencio de Sandoval, His- 
toria de la vida y hechos del Emperador Carlos 
patacones 
coronica del rrey Don alonso El ssabio 1* 2* 3* ptes 
{Fernén Sanchez de Tovar, Chronica del principe 
y rey don alonso y ansimismo al fin deste libro la 
Chronica del rey Don Sancho el Bravo] patacones 
cuerpo de la Pontifical [Gonzalo de Illeseas and others, 
Historia pontifical y catélica] patacones 
diseribeion del mundo [Jaime Rebullosa, Descrepcion de 
todas las provincias y Reynos del Mundo] patacones 
diseursso de ss™° sacram [Luis Davila, Discursos morales 
del Santisimo Sacramento del Altar] patacones 
dominicas y ssantoral de fray ant® Perez [Antonio Pérez, 
Apuntamientos de todos los sermones dominicales y 
santorales .. patacones 
domicas de Vega [Diego de la Vega, Empleo y ezercicio 
sancto sobre los evangelios de las Dominicas de todo 
el afio) patacones 
dozenas de nifios [Coplas de niios?] reales 
epistolas de siseron [Mareus Tullius Cicero, Los diez y 
seis libros de las epistolas o cartas]} patacones 
epistolas y ebangelios [Ambrosio Montesino, Epistolas 
y Evangelios| patacones 
espejo De curas [Alonso de Vega, Espeio de curas uti- 
lissimo para todo genero de eclesiasticos .. . | 
patacones 
Exssamen de sirugia [Antonio Pérez, Summa y Examen 
de Chirurgia] patacones 
exssamen de tg® [Francisco Gonzdlez de Torneo, Practica 
de escrivanos que contiene la judicial y orden de 
examinar testigos . . .} patacones 
filosofia moral de torres [Juan de Torres, Primera parte 
de la philosophia moral de principes para su buena 
crianca | patacones 
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flos santorum 1* 2* 3* 4* 5* 6* ptes patacones 
flos santorum 4* pte patacones 
flos santorum nuevos [of Pedro de Rivadeneira, Pedro de 
la Vega, Alfonso de Villegas, ete. ?] patacones 
fray Pedro de Aleantara [San Pedro de Alcantara, 
Tratado de la oracion y meditacion] reales 
gestiones rregulares 1* 2* 3* ptes [Manuel Rodriguez, 
Quaestiones regulares et canonicales | patacones 
gullamo de la missa [Melchor de Huélamo, Discursos 
predicables de ceremonias y misterios de la misa] 
patacones 

heredia de ssantis [Juan de Heredia, Sermones de 
santos} patacones 
historia de granada [Ginés Pérez de Hita, Historia de 
los vandos de los Zegries y Abencerrages o Guerras 
civiles de Granada] patacones 
lucha espiritual [Juan de los Angeles, Lucha espiritual 
y amorosa entre Dios y el alma] patacones 
lubis bibas [Juan Luis Vives, Instruccién de la muger 
christiana] reales 
magdalena de malon [Pedro Malén de Chaide, La con- 
version de la Madalena} patacones 
manos de coplas patacones 
manuel de oraciones [Jerénimo de Campos, Manual de 
oraciones, or Pedro de Rivadeneira, Manual de 
oraciones | reales 
manuel de ssacerdotes [Antonio de Molina, Znstruccién 
de sacerdotes?| reales 
marquez sobre los salmos [Juan Marquez, Los dos estados 
de la espiritual Hierusalem sobre los Psalmos CXXV 

y CXXXVI] patacones 
memorial de confessores [Memorias para abisar de algunos 
yerros y descuydos en que muchas veces caen los 
confesores | reales 
miciones de Japon [Luis de Guzman, Historia de las 
misiones ... Compaitia de Jesus .. . reinos de la 
China y Japon] patacones 
milagros de Xpo de fonsseca [Cristébal de Fonseca, 
Milagros de Cristo} patacones 
missal llanos patacones 
missal llanos pequefio quarto patacones 
missal dorados [Missale romanum ex decreto sacrosanti 
Concilii Tridentini restitutum] patacones 
miserias del hombre [Tomas de Trujillo, De las miserias 
del hombre] patacones 
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12a The real cédula of February 5, 1569, granting the author exclusive 
right to print and sell this work in the Indies for a period of twenty years is 
reproduced in the Appendix (pp. xxi-xxii) of Torre Revello, op. cit. 
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monarquia mistica 1* 2* ptes [Lorenzo de Zamora, 


Monarquia mistica de la iglesia} patacones 11 
monterrossos [Gabriel Monterroso y Alvarado, Practica 
civil y criminal y instruccion de scrivanos]*** , 
patacones 6 
nombres de christo de fray luis de leon [Luis Ponce de 
Leén, De los nombres de Christo] patacones 3 
Nueva Recopilacion [Alonso de Vega, Summa llamada 
Nueva Recopilacion practica del fuero interior utili- 
sima para confesores]} patacones 20 
Obras de fray luis en quatro querpos [Luis de Granada, 
Obras | 10 pesos and 9 patacones 
obras de manuel Rrodriguez [Manuel Rodriguez, Obras 
morales en romance | patacones 16 
obras de rribadeneira [Pedro de Rivadeneira, Las obras 
del P. Pedro de Ribadeneyra| patacones 16 
oficios de la semana ssanta dorados patacones 2 
oficios de la semana ssanta llanos [Oficio de la Semana 
Santa} patacones 2 
oficio de ssant fran®° [Breviario con oficio de San Fran- 
cisco | reales 12 
oras de lucio [Francisco Ortiz Lucio, Horas devotissimas 
para qualquier christiano]} patacones 4 


oras de nra ssa (yn doze, yn 32, yn 16 del Posso) [Las 
horas de nuestra sefiora segin el uso romano] 


(priced variously at 4 patacones, 2 patacones, and 20 reales) 


oras de nra ssa (yn 16, yn 32) 


(priced at 2 patacones and 20 reales) 


oratorios llanos [Luis de Granada, Libro de la oracién 


y meditacién]} reales 
oratorios dorados patacones 
oratorio de religiosso [Antonio de Guevara, Oratorio de 

religiosos | patacones 
paraiso del alma [Albertus Magnus, Parayso del alma] 

reales 
pastoral De ssant gregorio [San Gregorio, papa, Treynta 

y seys amonestaciones del Pastoral] patacones 
Perdida de Espaiia [Sebastién de Mena, Historia de la 

pérdida de Espata) reales 
Perfetos christianos [Juan Gonzélez de Critana, El per- 

fecto christiano] patacones 


12 
2 


2 


12 


4 


20 


4 
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Plinio 1* 2 pte [Cayo Plinio Segundo, Traduccidén de los 
libros de Caio Plinio Segundo de la historia natural 
de los animales] patacones 

Plinio 2* reales 

Practicas de procuradores [Juan Muiioz, Practica de 
Procuradores patacones 

Practicas de ssacramento [Thomas Cerola, Practica de 
Sacramentis | patacones 

practicas eclesiasticas [Juan de Arias, Practica eclesids- 
tica} reales 

practicas espirituales [Practica spiritual de una religiosa 
muy provechosa a qualquier estado de gente que desea 
caminar a la perfeccién] reales 

Propiedades de Piedras Presiossas [Gaspar de Morales, 
Libro de las virtudes y propiedades maravillosas de 
las piedras preciosas] pesos 

quaresmas del bernardo (Unidentified) patacones 

quaresmas de morillo [Diego Morillo, Cuaresma] 
patacones 
quaresmas de Peraza 1* 2* ptes [Martin Peraza, Sermones 
quadragesimales y de la Resurreccién]} patacones 
quaresmas de rribera [Gabriel de Ribera, Sermones de 
Quaresma] _ patacones 
quaresmas de Valderrama 1* 2* 3* ptes [Pedro de Valde- 
rrama, Exercicios espirituales para todos los dias de 
la quaresma} patacones 
quatro nobicimus [Francisco Ortiz Lucio, De los quatro 
novisimos y remate de la vida humana] reales 
quinze tratados de fray felipe [Felipe Diez, Quinze tra- 
tados . . . se contienen consideraciones para los actos 
. en la santa Iglesia} patacones 

rrefranes del comendador Niijiez, Refranes o 
proverbios en romance | patacones 

rregla de ss‘ fran® [Francisco Ortiz Lucio, Compendio de 
declaraciones sobre la regla de S. Francisco] reales 

remedios contra los pecados [Francisco Ortiz Lucio, 
Remedios de contra pecado | reales 
rreportorio Perpetuo [Bernardo Pérez de Vargas, La 
fabrica del universo Uamada Repertorio perpetuo] 
patacones 

samoras De ssantis [Diego de Zamora, Santoral] 
patacones 
santa gertrudis [Santa Gertrudis, Insinuationum divinae 
pietatis .. .] patacones 
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ssant diego [Gabriel de Mata, Vida muerte y milagros de 


San Diego de Alcala] reales 12 
santoral de albarez [Antonio Alvarez, Primer tomo del 
Santoral] patacones 4 
santos antiguos [Tratados espirituales de algunos Santos 
antiguos } reales 20 
ssecretos De naturaleza [Jerénimo Cortés, Fisonomia y 
varios secretos de la naturaleza] reales 12 
sermones De Paiba [Diogo de Payva de Andrade, 
Sermées] patacones 8 
sermones De ssant [Pedro Crissélogo, Sermones aurei] 
patacones 2 
Sinbolo de frai luis [Luis de Granada, Introduccién del 
Simbolo de la fe] (10 pesos and 9 patacones) 
Sumas de ledesma 1* 2* ptes [Pedro de Ledesma, Suma 
. . « todo lo que toca y pertenece a los Sacramentos| 
patacones 6 
Sumas de manuel R* [Manuel Rodriguez, Sumas de casos 
de consciencia] patacones 9 
suma de medina [Bartolomé de Medina, Suma de casos 
morales | patacones 2 
suma de Vitoria [Franciseo de Vitoria, Summa Sacra- 
mentarum] reales 12 
tapia de la pacion [Tapia de Camara, Discursos predi- 
cables de diversos tratados de la Passion de Cristo 
patacones 6 
tesoro de divina poesia [Esteban de Villalobos, Tesoro de 
divina poesia] reales 8 
tratado de Purgat® [Dimas Serpi, Tratado de Purgatorio 
contra Lutero] patacones 4 
tulio de officis [Mareus Tullius Cicero, Tulio de officiis 
y de senectute | reales 8 
Valderrama (obras de) en folio [Pedro de Valderrama, 
Ezercicios espirituales para todos los dias de la 
Cuaresma] patacones 10 
Vega de ssantis 1* 2* pte [Diego de la Vega, Parayso de 
la gloria de los Sanctos} patacones 9 
Vegas sobre los salmos 2* pte [Pedro de Vega, Declaracion 
de los siete psalmos penitenciales] patacones 6 
Vegas sobre los salmos 3* pte patacones 4 
vida de st benito [San Gregorio, La vida de San Benito] 
patacones 3 
Vida de ssan rreymundo [Andrés Pérez, Vida de San 
Raimundo de Peiiaforte]} reales 20 
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ystoria general de espaiia de mariana 1* 2* pte [Juan de 
Mariana, Historia general de Espaiia] patacones 16 

ystoria general de las yndias [Francisco Lépez de Gémara, 
Historia general de las Indias y conquista de 
Mézico] patacones 16 


que los dichos Libros son De los que Juan De ssarria mi Padre vezino de 
aleala de henares enbio a el dho miguel mendez Por quenta de la conpafiia 
que con el susso Dho tiene y Dellos me doy Por entregado y en rrazon 
de su rrescibo que de Pressente no Paresse ren® Las Leyes de la entrega 
Prueba Della E Los rescibo Paral feto De los llebar a la ciu* Del euzco 
e otras Partes que a mi me Paresciere y Los vender E beneficiar Por 
quenta costa e rriesgo de la dha conpafiia e dar quenta con Pago Dellas 
e de su Prossedido en qualquier Parte que sse me Pida el dho miguel 
mendez o a quien su Poder hubiere E Pagare El alcansse que sse me 
hiciere. y en el dar de la dha quenta he de sser creido Por mi sinple 
Juramento Sin mas Prueba ni aberiguacgion alguna Puesto que de dr® se 
rrequiera Para euyo cunplimiento obligo mi Persona E Vienes auidos 
E Por auer e doy poder a las Just™ de Su mag* De qualesquier Partes 
que ssean a cuyo fuero E Jurisdicgion y en especial a las desta ciu’ E corte 
rren® El mio Propio domicilio E vegindad E la ley sid conbenerid De 
Jurisdi¢gione oniun Judicum [sit convenerint de jurisdictione omnium 
judicum] Para que Por todo rrigo [rriesgo?] de dr® E Via mas brebe 
y executiba me apremien a su cunplimi® como Por Sg* Pass“ En cossa 
Jusgada e rren® Las Leyes e dr® De mi fauor E la general y dr® Della 
y consiento que desta escritura sse saquen Dos o mas traslados E cunplido 
El uno Los demas no valgan. E Por ser como ssoy menor de Veinte y 
cineo afios e mayor de Veinte E tres Juro Por Dios nro ss* E Por la ssefial 
de la cruz ssegun dr° De aber Por firme esta escrit* E lo en ela cont” 
e de no pedir veneficio de rrestitugion yn yntregum ausuencion ni 
rrelajacion deste Juram’ Para efeto de ser oydo e si se me conssediere 
[illegible] e cayga E yneurra en Pena de Perjura ynfame y en casso de 
menos valer. E yo El dho miguel mendez que Press** ssoy a lo dho e 
digo E otorgo que aZepto esta escritura en todo e por todo ssegun E de 
la forma E manera que en ella sse contiene E declara en testimonio de lo 
qual otorgamos La Pressente q fe* La carta en la ciu’ De los Reyes en 
seis dias del mes de Junio de mil y seiscientos e sseis y Los otorg*** que 
conosco Lo firmaron de sus nombres ss® tg® Ju° gttr* y Thomas gtrr* E 
gaspar gonssales Press‘* bat® / llanos / Part / no vala y en m* / tres / 
vala 
Miguel mendez Joan de sarria 
Ge dr doze R 
ante mi 
fran® dauila 
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Document No. 
en La ziudad de Los rreyes En seis dias Del mes de 


Juan de ssarria Junio Del afio de mill y seiscientos e sseis en Press* 


De mi El eseriu® E tg® Parescio Juan De ssarria a 


miguel mendez quien doy fe que conosco E Otorgo que auia rrescibido 


E rr° De miguel mendez mereader Una memoria de 
libros De la manera sig*® 


[Copies] 


Celestinas [Fernando de Rojas (probable), Tragicomedia 
de Calisto y Melibea] pessos 2 


comedias de lope de Vega [Lope de Vega Carpio, 
Comedias famosas del poeta Lope de Vega Carpio} 


Picaros 1* y 2* pte [Mateo Aleman, ... 


Picaro, Guzmén de Alfarache} reales 20 
astetes dorados [Gaspar Astete, El modo de rezar el 

rosario y corona de nuestra Sefiora] reales 20 
bautisterios [Unidentified. Baptisteries ?] pesos 6 
blibias Vulgatas [La Biblia Vulgata; Nicolés Remos, 

De la vulgata edicion de la Biblia] patacones 814 


conpendios de nauarro [Conpendio y sumario de Con- 
fesores y Penitentes, sacado de toda la substancia del 


Manual de Navarre] pesos 1% 
conssetos de ledesma [Alonso de Ledesma Buitrago, Con- 

ceptos espirituales] patacones 41% 
directorii curar’® [Pedro Martir Coma, Directorium cura- 

torum, o Instruccién de Curas] pesos 1% 
estoria tragicas [Historias trdgicas exemplares sacadas 

del Bandello verones] reales 20 


Exsselencias de la cruz [Pedro de Medina, Historia 
gloriosa y excelencias de la esclarecida cruz de nuestro 
Setior Jesu Christo] patacones 10 

Exsplicaciones De difuntos [Bulla de plenissima indul- 
gencia en favor y ayuda de las dnimas de los fieles 
defunctos . . .(?)] pesos 3 

explicacion y adiciones de la bula [Manuel Rodriguez, 
Explicacién de la bulla de la sancta cruzada] 


patacones 5 
Exsspejos de Perfeecion [Bernardino de Corvera, Espejo 
de perfeccién patacones 11% 
gullamo de la salbe [Melchor de Huélamo, Discursos 
predicables sobre la Salve Regina] patacones 6 


13 Protocolos, Francisco DAvalos, 1606 (Archivo Nacional del Pert), fols. 
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lanpa encendida [Jerénimo Gracidn de la Madre de Dios, 
Lampara encendida, Compendio de la perfeccion 


pesos 
Lux del alma [Felipe de Meneses, Luz del alma christiana 
contra la ceguedad y ignorancia] pessos 
marias de fray felipe [Felipe Diez, Marial de la sacratis- 
sima virgen nuestra Sefiora} patacones 
morillo de ssantis [Diego Murillo, Discursos predicables 
de las fiestas de los Santos . . . | patacones 
obras de dezir missa [Jerénimo Gracifn de la Madre de 
Dios, Tercera parte del espiritu . . . con que se ha 

de dezir . . . celebrar el sacrificio de la Missa. . . | 
patacones 

oratorios dorados [Luis de Granada, Libro de la oracién 
y meditacién] patacones 
Practica de Pax [Gonzalo Suérez de Paz, Prazis ecclesias- 
ticae et secularis] patacones 
Presencia de dios [Unidentified] patacones 
Principe cristiano [Pedro de Rivadeneira, Tratado de la 
religion y virtudes que deue tener el Principe 
Christiano para gouernar y conseruar sus Estados] 

patacones 

quaresmas de Cabrera [Alonso de Cabrera, Considera- 
ciones sobre todos los Evangelios de la Cuaresma] 


pesos 
rreportorio Perpetuo [Bernardo Pérez de Vargas, La 
fabrica del universo Uamada Repertorio perpetuo] 
reales 

rretorica de Cipriano [Cipriano Suérez, De Arte 
Rhetorica ...] patacones 
ssant Juan de ssahagun [Augustin Antélinez, Vida de 8S. 
Joan de Sahagun .. .] patacones 
ssecretos De naturaleza [Jerénimo Cortés, Fisonomia y 
varios secretos de la naturaleza] pesos 
suma de graphia [Work of Cornelius Scribonius 
Grapheus?] patacones 
sumas de lucio [Francisco Ortiz Lucio, Compendio de 
todas las Sumas] patacones 
universal rredencion [Francisco Hernandez Blasco, Uni- 
versal redempcion, passion, muerte y resurreccion 

de Jesu Christo] patacones 
Virgilios [Los ocho libros de Polidoro Vergilio] patacones 
Vucabulario de ant® [Antonio de Nebrija, Vocabulario 
de romance en latin] patacones 
vocabulario eclesiastico [Rodrigo Fernandez de Santaella, 
Vocabularium ecclesiasticum] patacones 
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De los quales dhos libros e Pregios Dellos se dio por contento y entreg® 
y en rrazon de su rresgibo que de Pres'® no Parece rren® Las leyes de la 
entrega Prueba della e sse obligo de los llebar a la ciudad Del cuzco este 
Prest® Viaje a donde y en otras Partes Los a De Vender e beneficiar 
Por quenta y rriesgo suyo e De dho miguel mendez a los Pregio [sic] 
que Pudiere Dellos y de su Prossedido sse obligo De dar quenta con 
Pago a el dho miguel mendez o a quien su Poder hubiere en la Parte 
y lugar que sse le Pidiere e Pagara El aleansse que sse le hiciere e bendido 
e benefigiado q Las aya ssacado costo E costas. Las ganancias que 
hubiere sse an de Partir De mitad y en la quenta que dellos se diere sse 
a de estar E Passar E a de sser creido Por su declaragion E Sinple 
jurarfento. sin otra Prueba ni aberiguacion alguna P* cuyo cunplimi‘® 
obligo su Perss* e bienes auidos e Por auer e dio Poder cunp® a las 
just de su mag*t De qualesquier Partes que ssean a cuyo fuero se 
ssometio En especial a las desta ciudad y corte e rren® El suyo Domicilio 
e vecgindad e la Ley sid conbenerid de jurisdicgione oniun judicum Para 
que Por todo rriga [sic] de dr°® e bia mas brebe y Executiba le conpelan 
y apremien a la Paga e Cunplimiento De lo q dho es como si fuese por 
su* dif* de jues conpetente contra El dada e Pasada en cossa juesgada 
sserea de Lo qual rren® Las leyes de su defenssa e la general del derecho 
e Por sser menor de Veinte y cinco afios e mayor de Veinte y tres juro 
Por dios nro ssefior e Por Una ssefial de eruz ssegun firma de derecho 
de auer Por firme esta escritura e lo En ella cont® e de no pedir beneficgio 
de rrestitugion yn yntregun ni aussuen¢i™ ni rrelajacgion deste juramento 
Para El feto de sser oydo sso pena de caer e yncurrir en Pena de Perjuro 
ynfame y en casso de menos valer y conssintio quedesta escritura sse 
saquen dos o mas traslados e Vno cunplido e pagado Los demas no valgan 
y estando Presente El dho miguel mendez Dixo que aceptaua y acepto 
esta escritura ssegun e De la forma e manera que en ella sse contiene y 
declara en cuyo testimonio lo otorgaron el dho dia mes e aiio dho y Lo 
firmaron de sus nombres Los otorgantes que yo El escriuano doi fe que 
conosco siendo tg® Ju° gtte* e Thomas gtte* e gaspar gonssales Press‘* 
bat*?/ do/ no vala entre renglones/ Vn/ vala. 6 de Junio 
Jhoan de sarria 
dro rreal qze 
Miguel mendez 
ante mi fran‘ dauila 


TRANSLATED PLAYS IN MADRID THEATRES 
(1808-1818) 


E general impression of critics in regard to the state of 

Spanish drama in the Nineteenth Century is reflected in such 
citations as: ‘‘Se traduce mucho mas que no se produce’’;* ‘‘Se 
traduce de Shakespeare .. . de Ducis . . . qué sé yo: todo son 
traducciones’’;* and ‘‘languidecia nuestra escena en poder de tra- 
ductores agabachados é insulsos copleros.’’* Do these statements 
hold good for the early years of the century? 

In the Madrid theatres Principe, Cruz, and Caos del Peral, 
between 1808 and 1818 the number of performances of plays of 
all kinds, namely, originals of the seventeenth, eighteenth and 
nineteenth centuries, translations and ptezas de miisica, not includ- 
ing loas and tonadillas, amounted to about 11,225. Let us see, by 
glancing at the following table, how many of this number of per- 
formances were translations. The table is compiled from the 
theatre notices of the time found in periodicals in the Biblioteca 


Nacional in Madrid and in The Hispanic Society in New York, 
augmented in a few instances from Cotarelo y Mori’s Isidoro 
Maiquez y el teatro de su tiempo (Madrid, 1902) in the matter of 
titles of plays and number of performances. Information as to 
authorship and translators was obtained from these two and other 
sources.° 


1J. Cejador y Frauca, Historia de la lengua y literatura castellana, época 
del siglo XVIII, Madrid, 1917, p. 346. 
2 José Ixart, El arte escénico en Espafia (2 vols.), Barcelona, 1894, I, 15. 
8P. Francisco Blanco Garcia, La literatura espaiiola en el siglo XIX, 
Madrid, 1909, I, 56. 
#C. M. Lorenz, ‘‘Seventeenth Century Plays in Madrid, 1808~-1818,’’ 
Hisp. Rev., 1938, VI, 324. 
5 Other sources: 
N, B, Adams, The Romantic Dramas of Garcia Gutiérrez, New York, 1922. 
C. A. de la Barrera, Catdlogo bibliografico y biogrdfico del teatro antiguo 
espanol desde sus origenes hasta mediados del siglo XVIII, Madrid, 1860. 
P. Francisco Blanco Garcia, op. cit. 
C. Cambronero, Catélogo de la Biblioteca Municipal de Madrid, Madrid, 1902. 
J. Cejador y Frauca, op. cit. 
A. M. Coe, Catdélogo bibliografico y critico de las comedias anunciadas en los 
periddicos de Madrid desde 1661 hasta 1819, Baltimore, 1935. 
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1812 


1817 


1818 | Totals 


Non-musical 
Musical 


257) 195) 154| 202) 258) 268) 259) 271) 2312 
76 134) 57 


Total 354) 332) 271 393) 328) 3287 


If this table gives an accurate picture, in the years 1808-1818 
not a third of the plays to which the Madrid audiences listened in 
publie theatres were translations. Even if one should add to the 
number 3287 the 1464 performances of anonymous plays, and 

the 660 performances of piezas de misica for which insufficient in- 

formation is available to determine whether or not they are trans- 

lations, the total would still not amount to fifty percent. And it 

is not at all probable that all of these anonymous plays, most of 

which are sainetes, were translations. Almost none of the pieces 

known to be translations which are listed in the theatre notices are 

labeled as sainetes. They appear as pieza de un acto, piececita 

nueva, ete. It would seem, then, that in the early years of the 
nineteenth century, translations by no means outnumbered originals 

in public theatres. Note that the performances of translations 

increase after 1814, that is, after the return of Ferdinand VII and 

the return to absolutism. The table also bears out the statement: 

‘*During these years (’08, 713, ’14) there was a very marked de- 

cline in the number of translations.’’ ® 

E. Cotarelo y Mori, Sainetes de Don Ramén de la Cruz, en su mayoria inéditos, 

Madrid, 1915. 


A. Farinelli, ‘‘ Deutschland und die Deutsche Literatur im Lichte der Spanischen 
Kritik und Poesie,’’ Zeitschrift f. verg. Lit., 1895, VIII, 371. 

L. Fernfndez de Moratin, Catalogo de piezas dramdticas publicadas en Espaiia 
desde el principio del siglo XVIII hasta la época presente (BAE, vol. Il). 

A Hamilton, ‘‘Ramén de la Cruz’s Debt to Moliére,’’ Hispania, 1921, IV, 
101-113. 


C. E, Kany, ‘‘ Mas sainetes inéditos de Don Ramén de la Cruz,’’ Rev. Hisp., 
1929, LXXVI, 360. 


I. L, MeClelland, The Origins of the Romantic Movement in Spain, Liverpool, 
1937. 

A. Paz y Melia, Catalogo de las piezas de teatro que se conservan en el de- 
partamento de manuscritos de la Biblioteca Nacional, Madrid, 1899. 

P. P. Rogers, ‘‘The Peninsular War as a Source of Inspiration in the Spanish 
Drama of 1808-1814,’’ Phil. Quart., 1929, VIII; The Spanish Drama Col- 
lection in the Oberlin College Library, Oberlin, 1940. 

J. Subir4, La tonadilla escénica, Madrid, 1928. 


6 P, P. Rogers, op. cit. in Phil. Quart., 1929, VIII, 264. 
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Translators and Quality of Translations. The twenty most popu- 
lar translators of this period, so far as information is available, 
were: Enciso Castrillén (372 performances of 23 plays and piezas 
de misica) ; Dionisio Solis (193, 9) ; V. Rodriguez de Arellano (164, 
7); Ramén de la Cruz (143, 11); Manuel Garcia (76, 3); José 
Fedriani (71, 4); Antonio Sabifién (64, 6); Antonio Gil (60, 3); 
L. Fernandez de Moratin (58, 2) ; José Marchena (57, 3) ; Teodoro 
Lacalle (57, 2); José Maria Carnerero (52, 3) ; Luciano Francisco 
Comella (50, 7); Francisco Juan Pastor (46, 3) ; Antonio Comella 
(41, 1); T. Garcia Suelto (39, 4); G. Zavala y Zamora (35, 5); 
Bernardo Gil (35, 2) ; Manuel Estrada (35, 1) ; Eugenio de Tapia 
(34, 2). 

The other thirty-nine translators of this period found little 
favor. One of them is represented by only one piece given twice, 
namely, Macbeth, translated by José Garcia Villalta. 

Whether these translators contributed anything at all to the 
Spanish stage by bringing in foreign pieces is a moot question. A 
writer signing himself P.M.O. in Mercurio de Espaiia expresses the 
opinion that the greater regularity in form, the comic incidents, 
certain originality and accompanying music, of the flood of piece- 
citas de moda imported from France, were offset by the grace and 
charm which their very irregularity in form and their most excellent 
versification gave to the Spanish original pieces. He continues: 


En lo finico pues que nuestro teatro se ha perfeccionado ha sido en la 
representacion y en la decoracion, que son mas naturales, mas agradables 
y propias: nuestros actores actuales sobrepujan 4 los antiguos, y la escena 
esté mejor servida.’ - 


As to the quality of the translations, critics of the time were not 
insensible to the shortcomings of the theatre of the period, but 
neither were they wholly pessimistic in their views. One citation 
will suffice : 


Es cierto que muchas de las composiciones dramaticas del frances, y 
aun algunas de las operetas 6 piececitas, si estuviesen bien traducidas, bien 
acomodadas 4 nuestra lengua, 4 nuestra poesia, 4 nuestro estilo y genio, 
agradarian mas 4 sabios y aun 4 ignorantes, serian de itil ensefianza, y 
contribuirian 4 los progresos de la civilizacion; pero no es asi por lo 
comun, pues la mayor parte vienen 4 expresarse en un lenguaje chapu- 
rrado, que parece escrito por algun frances que comienza 4 aprender nuestra 
lengua, con lo qual se debilitan 6 pierden las gracias cémicas de nuestro 
castellano, por no saberse buscar en él el equivalente de las francesas. De 


1 Mercurio de Espafia, 1815, p. 226. 
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esto resulta, que las piezas mejores y mas aplaudidas en Francia, no suelen 
serlo en Espafia, como no las sostengan los adornos teatrales, 6 el placer 
de la misica; y asi sucedié con el Avaro de Moliere, el qual en su mala 
traduccion perdié casi todo su mérito. . . . Mas felices hemos sido en la 
verdadera comedia, pues varias de las buenas del teatro frances han caido 
por dicha en manos de un ingenio espafiol, que lo ha manifestado propio 
para este género de trabajo, qual lo es D. Felix Enciso y Castrillon, el qual 
unas veces traduce, y otras imita y varia, segun le parece mejor; pero 
siempre con buen acierto, y en versos propiamenie castellanos, y tan 
armoniosos y buenos, que han llegado 4 equivocarse 4 veces con los de 
Lope y demas célebres cémicos nuestros.® 


High praise, but apparently his contemporaries shared this 
opinion of Castrill6én, if one may judge by the number of per- 
formances of his translations. 

Foreign Authors. Of the sixty French authors whose plays 
and piezas de misica are known to have appeared on the boards in 
Madrid between 1808 and 1818, the following were the fifteen most 
popular. 


12 15 
6 34 38 
5 |125 12] 8} 3/10 |10 |38 |19 |18| 7 
Marsollier............ 7 |121| 9 |12/32/16| 3| 5/10/20] 8 6 
Alexandre Duval. ..... 7 |102| 2 | 6] 8/15] 6| 3/17] 2/11] 6 
2 | 97| 1 (16/12) |18|13| 6} 2 4 
6 | 69| 3 | 4/11/15] 9 4} 1] 
3 | 69 3/16} 5/9] 1| 4/14|12] 2] 3 
D’Ancourt de St. Juste | 2 | 61 10} 6|10| |14| 6| 5/4 
4/3 219 5/10 11/11] 5 
Destouches........... 2 3/11} 7) 3 9/515 7 
M. J. Chénier......... 2 4 17} 4] 5) 4 
413 3] 4] 2 
91 5/5 


Menéndez y Pelayo says: 


. ». poetas de segundo orden, como Ducis y Legouvé, sostenidos por la 
poderosa declamacién de Isidoro Méiquez, lograron un éxito transitorio, 
8 Minerva, 6 el Revisor General, no. 11, Sept. 11, 1817. 


380 HISPANIC REVIEW: VOL. IX, 1941 


es verdad, pero muy superior al que habian obtenido nunca Corneille ni 
Racine en las rarisimas veces que habian puesto el pie sobre las tablas 
espafiolas. Moliére, entregado 4 intérpretes como D. Manuel de Ipa- 
rraguirre y D. Candido M. Trigueros, debia de tener una suerte todavia mids 
desastrosa. .. .® 


Only two of Corneille’s plays were presented in this period in 
twenty-two performances. Racine is represented by only one play, 
Jods restituido, which was given nineteen times, and only five of 
Voltaire’s works appeared with a total of fourteen performances. 
But Moliére in this period was a prime favorite, as the table shows, 
and he counted among his translators two of Spain’s best writers, 
L. Fernandez de Moratin and Ramén de la Cruz. 

Although Moliére was by far the most popular author, none 
of his plays attained the number of performances achieved by many 
others. The two non-musical and the two musical pieces having 
the highest number of performances in the period under discussion 
are: Fenelén, a tragedy by Chénier translated by Rodriguez de 
Arellano, forty-three performances; Solimén II, 6 las tres sultanas, 
a three act play by Favart, translator unknown, forty-five per- 
formances; La Cenicienta, three act opera by Etienne, translator 
unknown, fifty performances; and El Secreto, operetta in two acts 
by Hoffman, translator unknown, ninety-one times. The two plays 
by Moliére which had the highest number of performances are El 
médico a palos, translated by Moratin, thirty-five performances, 
and Tartuffe, translated by José Marchena, thirty-three perform- 
ances. 

Only four German authors, Gessner, Kotzebue, Schiller and 
Schroeder, appear in notices of the period and all translations of 
works by these writers entered Spain through French versions, with 
the possible exception of La Familia by Kotzebue, which was an- 
nounced as traducido del alemdén. All of these authors except 
Kotzebue have only one play to their credit. Kotzebue is repre- 
sented by six plays with a total of one hundred and twenty per- 
formances. The popularity of the works of Kotzebue, when they 
first appeared in Spain, is attested by a contributor to the Correo 
Literario y Mercantil of 1829, in a review of the play Misantropia 
y arrepentimiento: 


Cuando esta pieza se presenté traducida en nuestro teatro hace bastantes 
afios produjo ... una especie de furor. Una multitud de representaciones 


® Menéndez y Pelayo, Historia de las ideas estéticas en Espaiia, Madrid, 
1886, VI, 64. 


[ 


TRANSLATED PLAYS IN MADRID THEATRES 381 


eonsecutivas no fue poderosa 4 calmar la curiosidad de los espectadores: 
todo Madrid acudié 4 verla: se vertieron muchisimas lagrimas, y sobretodo 
en la cazuela, y la compaiia comica tuvo ocasion de lucrarse estraordinaria 
y prodigiosamente. Despues ha calmado esta efervescencia de sensibilidad : 
la pieza no produce el mismo efecto. . . .1° 


An interesting appraisal of Kotzebue’s work appears in a re- 
view of El Divorcio por amor: 


Ved aqui un nuevo drama del célebre autor de la Misantropia y arre- 
pentimiento, en el que se vienen 4 notar Jas mismas bellezas y los mismos de- 
fectos que en los otros, aunque estos sean tal vez menores en el presente. 
Mucha sensibilidad y ternura que peca en afectacion; caracteres virtuosos, 
heroyeos y aun exagerados; buenas ideas morales en lo general, mucha y aun 
demasiada filosofia; expresiones sublimes y otras triviales; mas didlogo 
que accion, y esta sencilla; enlace y desenlace natural, aunque este sea 
algo comun; escenas pateticas que arrancan lagrimas, propias de la comedia 
urbana 6 sentimental, mezcladas con otras ridiculas y un poco chocarreras; 
regularmente observadas las reglas del arte. Este es el juicio que en 
general formamos del presente drama... 


Nine Italian writers furnished plays for the Spanish stage. The 
most popular of these were: Alfieri (54, 4); Anelli (70, 4), and 
Goldoni (117, 9). Most of the Italian plays entered Spain by way 
of France also. Apparently the Madrid audience had changed its 
preference among Italian writers by the second decade of the cen- 
tury. Metastasio is named as ‘‘the best known and the most widely 
translated and performed’’** writer of operas a few years earlier. 
Between 1808 and 1818 only three of Metastasio’s works appeared 
with a total of only thirty-five performances. 

England had very little influence on the Spanish stage in these 
early years of the nineteenth century. Quintana imitated The 
Castle Spectre by Matthew Lewis in his El Duque de Viseo,’* and 
the theatre notices list La celosa convencida as a translation from 
the English. Teodoro Lacalle translated Macbeth and Othello, but 
from French versions. Up to 1818, then, direct English influence 
was practically non-existent. 

Revenue. According to the statistics available, the seventeenth 
century play with the highest box office receipts in this decade, 
El diluvio universal, 6 el arca de Noé, produced an average of 7,229 

10 Correo Literario y Mercantil, 1829, no. 8, p. 2. 

11 Minerva, 6 el Revisor General, 1808, no. 24, p. 17. 

127, L. MeCleliand, op. cit., p. 177. 

18 J. Cejador y Frauca, op. cit., p. 255. 
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reales a night.* The largest revenue from an original play not 
of the siglo de oro was an average of 8,740 reales a night in three 
performances, produced by Ramén de la Cruz’s La comedia de 
maravillas. Of the translations, the highest receipts came from 
Carlos el Temerario, 6 el sitio de Nanci by Pixérécourt. Five per- 
formances of this play produced 41,610 reales, or an average of 
8,322 reales a night. Of plays known to be originals, nineteen 
brought an average revenue of 7,500 reales or more a night, while 
only fifteen plays known to be translations produced that much, 
which would indicate that originals were at least as profitable as 
translations. 

In view of the above statistics, it seems justifiable to conclude 
that in the public theatres during 1808-1818 translations, although 
numerous, did not actually predominate on the Madrid stage, either 
in point of number of performances or in revenue produced, and 
that in translations the Madrid public gave its greatest support 
not to second rate, but to one of the best French writers. 

Cuar.orTre M. Lorenz 

Appleton, Wisconsin 


14C, M. Lorenz, op. cit., p. 330. 


NOTES ON DICENTA’S MATERIAL AND METHOD 


OAQUIN DICENTA was probably the most confirmed self- 
J plagiarist in Spanish letters. Though perhaps plagiarism is too 
harsh a term for his procedure. No tenet of literary ethics exists, 
after all, to prevent a writer from recasting his own material. 
Galdés did so on several occasions. Realidad is the obverse of La 
Incégnita, and in its turn became a play, as did other novels of the 
same author. The Uruguayan Carlos Reyles wove his Academias 
into the texture of his novels, El Ezxtrafio into La raza de Cain, 
Primitivo into El Terrufio. And examples might be multiplied. 
In Dicenta, however, the practice reached unheard of proportions. 
It began with his return time and again to his newspaper stories 
and sketches to borrow material for plays, to develop situations, 
copy scenes, even use language already recorded there. Later, 
having acquired the habit of adaptation, he drew plays from earlier 
plays, novels from earlier prose, a novel from a play. This curious 
and economical system is easily the most striking feature of Di- 
centa’s creative method, the more so because the material he recast 
was several times autobiographical, and always inspired by his 
own experience. And since, whatever one may think of his preach- 
ments, Dicenta at his best retains a vitality rarely surpassed by his 
contemporaries, this important aspect of his work and sidelights 
relevant to it deserve examination. 

One sidelight on Dicenta’s creative processes is cast by his 
friend and collaborator, Pedro de Répide, from whom we learn 
that Dicenta, on occasion if not always, could write with almost 
incredible speed. Répide tells us that in the course of one after- 
noon and evening late in the summer of 1906 on the Cantabrian 
coast at San Vicente de la Barquera, Dicenta completed the last act 
of El crimen de ayer, a tour de force with a scant two characters, 
and then, pausing only long enough to read the day’s work to his 
companion, sat down to outline Lorenza.t Lorenza is a play of en- 
tirely different nature, and Répide was amazed no less by Dicenta’s 
rapid composition than by his versatility. 

In this case both were due in part to the fact that Dicenta had 
already used the plots of El crimen de ayer and Lorenza, and had 


1 Introduction to Lorenza, Madrid, 1907. 
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now merely to elaborate them and furnish dialogue. Dicenta him- 
self left an incomplete record of his experiences during this sum- 
mer of 1906, in the essays comprising Desde los rosales.* In one 
of the sketches, entitled Para un drama,* he describes a village girl 
whose situation makes lifelong unhappiness virtually certain: 


—<« 


La nifia de la Barquera habita un pueblo de sesenta vecinos y es 
pobre; por su educacién, ni gusta el trato de las aldeanas humildes, ni 
éstas gustan de ella para el trato suyo; por su pobreza, no puede alternar 
con las sefioritas del pueblo; tampoco éstas la conceden alternativa. Se 
halla entre las unas y las otras, aislada, a distancias iguales, sin poder 
unirse a ellas, viviendo entre las dos solitariamente.* 


This girl has dreams of love, but they are unlikely to be ful- 
filled. The wealthier and poorer young men of the town are equally 
inaccessible, and the vacationers who appear in summer are birds of 
passage : ‘‘ Este es el drama; no el de la nifia de la Barquera, el de 
todas las mujeres destinadas por la suerte a vivir dentro de las 
aldeas, con hermosura, con educacién y sin capital.’’* 

And in reality there are two tragedies, that of the girl who 
rebels, escapes with the first comer and suffers disillusionment ; and 
that, more poignant still, of the girl who resigns herself. Dicenta 
ends: 


iQuién sabe si algiin dia la beileza tuya y el triste porvenir tuyo nos 
servirdn a m{ o a otro cualquiera autor para llenar unas cuartillas y buscar 
satisfacciones a nuestra vanidad con el aplauso piblico y a nuestro bolsillo 
con los derechos de representacién! ® 


This is the plot of Lorenza, lacking few details before being set 
down in final form. As completed, the play develops both aspects 
of the drama pointed out in the essay. Of two sisters, Lorenza 
elopes with an artist, Ménica is too timid to yield to the artist’s 
friend. What Ménica must become is seen in the spinsters Ernes- 


2Dated 1906 (2nd ed., Madrid, 1912). I assume that this volume, like 
most if not all Dicenta’s collections of short stories and sketches, first ap- 
peared in a newspaper. The point cannot be verified at this distance from 
journalistic files of the period. At any rate, the question is largely academic, 
since all these books share journalistic traits: the selections are of a con- 
venient length for publication in a newspaper; their purpose is almost always 
editorial, ete. 
8 Pp. 91-97. 
4P. 95. 
5P. 95. 
6P. 97. 
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tina and Gertrudis, one a grim gossip and beata, the other a fig- 
ure of ridicule who refuses to age. Para un drama, it is obvious, 
contains all this in embryo, and makes clear how Dicenta could so 
easily turn from El crimen de ayer to Lorenza. 

Similarly, a preliminary sketch for El crimen de ayer is found 
in the volume De la batalla,’ in the story also entitled El crimen de 
ayer. In this instance more additions to the plot were necessary 
than in the case of Lorenza. But the accretion, it is worth noting, 
fills out the first two acts, and not the rapidly written third. Other- 
wise only slight modifications occur in the stage version. The 
story’s murder by a girl of the man who refuses his name to their 
child is the same, even to the words she employs: ‘‘ Vale mas que 
no tengas padre que tengas ése.’’ ® 

Because they were composed under striking circumstances, and 
because they are typical examples of Dicenta’s fully developed 
technique of borrowing, it has seemed advisable to discuss Lorenza 
and El crimen de ayer first. They are not the earliest plays to 
illustrate that technique. The latter begins many years before, 
possibly with Luciano,’ based on the story Un divorcio,” in De la 
batalla. This play represents the first step in Dicenta’s re-use of 
material. Whether because he hesitated as yet to do so, or whether 
his reasons were based on the requirements of drama, he did not 
now rewrite Un divorcio as a play, but made Luciano its sequel. 
The hero of the story, a painter, realizes before his honeymoon is 
over that his wife has no conception of his ideals. Asked to share 
his pride in a new masterpiece, Julia merely hopes it will fetch a 
high price. Her materialistic words seal the divorce of two hearts. 
In Luciano a sculptor and his wife Julia have long been incompati- 
ble, and are carried from spiritual to physical separation. 

El setor feudal," two years later than Luciano, advances an- 
other step toward the method of Lorenza. It will be evident from 
the brief sketches below that, unlike Luciano, El seftior feudal does 
actually draw on the story that preceded it, but also that it modifies 

7 Madrid, undated, but listed by Juan Valera (Obras completas, XLIII, 
p. 188) among books published in 1896. 

8 El crimen de ayer (first performed 1908; 2nd ed., Madrid, 1912), p. 65. 
The story occupies pp. 39-46 of De la batalla. 

® Published and performed, Madrid, 1894. Hereafter I shall mention date 


of first performance only when it differs from date of the edition I have con- 
sulted. 


10 De la batalla, pp. 57-63. 
11 Performed 1896 (3rd ed., Madrid, 1906). 
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its source very radically, as Lorenza and El crimen de ayer do not. 
A rural drama, El sefior feudal depicts the vengeance exacted by 
Jaime from his sister’s seducer, who is also the son of the landlord. 
An immense wine vat that must annually be filled for the profit of 
others becomes to Jaime a symbol: ‘‘Me parecia que el liquido que 
humeaba y burbujeaba en aquel abismo artificial, liquido de color 
de sangre, era la sangre de todos los mios esprimida alli, estrujada 
alli sin compasién, en provecho de una raza entera de propie- 
tarios.’’** And when the moment comes for revenge, he takes it 
by casting the offender into the vat to drown. 

In De la batalla this retribution had already been exacted by the 
Juan of the story El Desquite ** from his master, the seducer of his 
wife. And already it had seemed peculiarly appropriate: ‘‘ Anto- 
jésele que el liquido en ella contenido, liquido de color de sangre, 
era la sangre de todos los suyos, absorbida y utilizada por y en 
provecho de una raza entera de propietarios.’’** Moreover, Di- 
centa was to find it applicable on still a third occasion. When the 
peasants revolt in his novel Los bérbaros,’> Andresén hurls into the 
wine the landlord’s son and the bucolic Celestina Bibiana, who 
together had dishonored his daughter.’* 

Through the reiteration of this incident Los baérbaros—to violate 
chronological order again—is seen to be related both to El Desquite 
and to El sefior feudal. The fact is, this worst of Dicenta’s writ- 
ings is a modified and extended version of the play, of interest 
solely because it seems to be the only case in which Dicenta derived 
a work of fiction from a drama. The nature oz its coincidences 
with and departures from its model may be typified in one com- 
parison. In El sefior feudal Roque, having brought ruin upon the 
old Marqués de Atienza and reduced the latter’s holdings to a 
single crumbling castle, seeks to crown his rise from low estate 

12P, 31. 

13 De la batalla, pp. 113-120. El seftior feudal was performed in the same 
year (1896) that De la batalla appeared, and Luciano two years earlier (1894). 
However there can be no doubt that both plays were based on stories from that 
volume, as stated. The contents of De la batalla were composed years before 
its publication. In dedicating the work to Jacinto Octavio Picén, Dicenta 
asserts that ‘‘casi todos los articulos y cuentos en é1 coleccionados, estén 
escritos en una de las épocas mf&s duras que tuvo para mi hasta ahora la 
lucha por la vida.’’ This dates them definitely before the very profitable 
performance of Juan José (1895). 
14P, 117. 


15 Madrid, 1912. 
16 216. 
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with a marriage between his son and the granddaughter of the 
Marqués. In Los barbaros Anselmo and his wife, former servants 
like Roque, succeed in marrying their daughter into the nobility, 
and the crumbling castle of the ancient lords is merely an emblem 
of true aristocracy opposed to the new and false. 

Naturally as the source of El setor feudal, De la batalla is 
indirectly the source of Los baérbaros too. But Luciano, El sefior 
feudal, Los barbaros and El crimen de ayer did not exhaust the 
volume. Before writing El crimen de ayer Dicenta went to it for 
two further loans. In need of a short piece for Emilio Thuillier, 
his friend and the interpreter of Luciano, Juan José, and the 
Alberto of Lorenza, he drew on El leén de bronce ** for a monologue 
of the same name.'* The transformation was easily accomplished. 
The story is in monologue form, and, but for a few excisions, the 
stage version required little modification. More changes were 
necessary to convert Los dulces de la boda into Marinera,” a 
monologue for Mimi Aguglia. This trifling creation presents a 
girl’s reveries on the eve of her marriage to a fisherman. She 
stands on the shore awaiting the return of her betrothed. A sud- 
den storm comes up and she sees the boat dashed to bits and her 
lover killed. Marinera was performed a few months before Lorenza, 
and, if not composed at the same time, was written with the events 
at La Barquera fresh in Dicenta’s mind. The reader therefore 
wonders whether Dicenta was adding to Los dulces de la boda the 
memory of similar disasters he speaks of in Desde los rosales,” 
one of which occurred in the year of his stay. 

For us the chief interest of these inconsiderable monologues 
resides in their variation of Dicenta’s usual technique by abridging 
rather than expanding the original versions. Daniel,?* in contrast, 
is a play of greater import than any of the works mentioned, even 
in some respects the most significant of Dicenta’s dramas. In it he 
blends perhaps more successfully than in Juan José the emotional 
problems of the characters with his own social doctrine. The latter 
is here advanced against the background of a lead mine described 
with a wealth of detail that renders Daniel its author’s closest 
approach to Naturalism. This documentation, like that of Lorenza, 

17 De la batalla, pp. 17-25. 

18 Madrid, 1900. 

19 De la batalla, pp. 97-109. 

20 Madrid, 1907. 


21 Pp, 58-59. 
22 Madrid, 1907. 


3 
f 
r 
t 
n 
e 
e 
e 
st 
d 
a 
Le 
ce 
at 
re 
ta 
la 
dle 


388 HISPANIC REVIEW: VOL. IX, 1941 


must be sought in Dicenta’s own record of events in his life. In 
this case the record was left in Plomo, the second portion of a small 
volume entitled Espumas y Plomo,* and an account of Dicenta’s 
visit to the lead mines at Linares. Plomo depicts the miners’ life 
above ground and below, precisely as does Daniel. Settings, facts 
and dialogue of the play reflect the earlier study very closely, so 
closely that Dicenta must obviously have reread Plomo with care 
before he wrote, or indeed have written with Plomo before him. 
The following snatches will suffice as an example: 


Deseubrianse boquetes enormes, aberturas negras.... De aquellos 
boquetes salian ruidos tenebrosos ... voces confusas y resplandores 


lividos. . . . Los boquetes eran pisos de la mina. . . . La mina es el in- 
fierno clasico. . . 


Jos. Aquella negrura. ... Aquel caer sin saber a dénde. . . . Los 
resplandores que salian de vez en cuando por huecos imprevistos. . . . 

Luc. Los pisos de la mina eran esos huecos. 

Jos. Boeas de infierno se me antojaron.** 


Even details of plot owe much to the visit. Dicenta’s descent 
to the pit in a cage impressed him greatly,** and his use of the 
elevator at the end of Daniel confirms his interest. The generous 
character Fernando seems to portray an engineer of Linares whom 
Dicenta met and liked. But more than this, years before the com- 
position of Daniel the autobiographical Plomo contains his theme 
in kernel, as the autobiographical Desde los rosales contained that 
of Lorenza: 


Veia a los obreros de la mina levantarse un dia protestando de sus 
sufrimientos, negindose a continuar el trabajo servil, pidiendo mejora 
en sus jornales para comer como personas, y en sus derechos para vivir 
como hombres; veialos declararse en huelga, ponerse enfrente de sus 
explotadores, procurar por todos los medios que sus compaiieros, sin 
faltar uno, les ayudaran en la empresa; veia a los patronos acudir de- 
mandando auxilio a los poderes piblicos, y veia a los soldados, a los 
oficiales, a los hermanos del obrero empuiiar el fusil, meter en los caiiones 
de éste el plomo . . . los veia empuiiar los fusiles con manos que la dis- 
ciplina hace inflexibles y el instinto de fraternidad temblorosas, ponerse 
dar [sic] cara a los obreros sublevados, y a la voz terrible de jfuego!, 


23 Madrid, 1903, pp. 59 ff. 

24 Espumas y Plomo, pp. 78 and 98. 
25 Daniel, p. 32. 

26 Espumas y Plomo, pp. 76-79. 
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devolverles en forma de golpe mortal el plomo que ellos fabrican a costa 
de su sangre. . . 


Dialogue and representative characters were supplied to form 
Daniel after this outline had lain fallow for some years in the 
author’s mind. Little additional matter was necessary. For that 
little we should probably look to Zola’s Germinal. In the latter 
as in Daniel, mine owners and stockholders, absent from Plomo, 
actually appear. The elaborate luncheon that they enjoy while 
hunger forces a strike upon the miners ** has a parallel in the one 
that gives Daniel an opportunity for revenge.** Several char- 
acters, old Bonnemort, la Brilé, Mouquette, and Pierron, who closes 
his eyes while his wife finds means to improve their circumstances, 
have more or less accurate counterparts in Daniel himself, la 
Grefiuda, Irene, and Nemesio and his wife Bastiana. The little 
soldier who would fire upon the workers if commanded to do so,*° 
and the subsequent intervention of the army, may have inspired 
Dicenta’s ironical use of brother against brother.*t The last de- 
tail occurs in Plomo as well as in Daniel, and the likelihood is that 
Plomo itself was colored by Dicenta’s reading of Germinal, if not 
actually suggested by it. This premise would place Daniel at a 
further remove from Germinal, in spite of points of contact it has 
with the latter and not with Plomo. And in any case it would 
be easy to exaggerate external coincidences between Daniel and 
Germinal. Dicenta was disinclined to borrow externals from any 
works save his own. 

In a way, however, actual details of plot and background are 
only of incidental importance in Daniel and other of Dicenta’s 
writings. The social doctrine whose vehicle they were is for the 
author, at least, much more significant. This doctrine could have 
been and elsewhere was voiced in a rural setting. And Zola, a 
secondary influence in other respects, was a major one in the 
spiritual formation that produced the social concepts voiced by 
Dicenta now in a mine, now, as in El sefior feudal, in the country- 
side. 

27 Ibid., p. 110. 

28 Germinal, Part IV, Chapter I. 

29 Daniel, Act IV. 

80 Germinal, end of Chapter I, Part VI. 

81 The bond between soldier and worker is a concept that recurs in 


Dicenta’s work. In addition to Plomo and Daniel, it is found also in Los 
barbaros (p. 15). 
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The proof and symbol of the fact is Dicenta’s editorship of the 
Madrid weekly Germinal. The journal first appeared April 30, 
1897, as an organ of Naturalism in literature and Socialism in 
politics. According to its program, Germinal would devote itself 
chiefly to economic and social problems, ‘‘cuyos pavorosos con- 
flictos describe el gran poeta francés en su inmortal obra Ger- 
minal.’’** Dicenta moved not long afterward to El Pais, Diario 
Republicano Social Revolucionario, but only to address a wider 
audience in work of the same nature, written under the same 
spiritual auspices. Zola might well have disowned the violent 
partisanship displayed in Daniel and other plays of Dicenta, and 
seen Naturalism only in their documentation. But when the name 
Germinal became for Dicenta a symbol of his creed, the great 
Naturalist’s responsibility can scarcely be denied. 

Dicenta continued to the last to utilize his own fiction in drama. 
El lobo,** a prison story, was turned into a play, and El idilio de 
Pedrin ** into a lyrical verse drama written in collaboration with 
Joaquin Dicenta, hijo. But years earlier Dicenta had begun to 
extend the scope of his borrowings, and several works originally 
composed for the stage had already been revised and placed upon 
the boards a second time. Plays and technique are both in this 
ease less interesting, except in so far as they illustrate another 
phase of their author’s highly individual system, and hence may be 
dismissed briefly. De tren a tren,®* a one act comedy, through the 
device of providing verses to be sung becomes El vals de las sombras, 
juguete cémico-lirico.*® Juan Francisco,** a musical verse drama 
in three acts, when abridged and rearranged is Entre rocas, zarzuela 
en un acto y tres cuadros.** Los majos de plante,*® a sainete writ- 
ten in collaboration with Pedro de Répide, returns to the stage 
with music as Los majos de plante, sainete lirico.*° The original 

82 This quotation is from the first issue of Germinal. I am happy to 
acknowledge my indebtedness for these notes on Dicenta in journalism to my 
good friend Miss Elizabeth Buckingham, who gathered them in Madrid in 1935. 
83 In the collection Paraiso perdido, Madrid, 1917, pp. 23-76. 
84In Novelas, Paris, undated, pp. 3-79. 


85 Performed November, 1902 (2nd ed., Madrid, 1903). 

86 Madrid, 1906. 

87 Performed December, 1904 (pub. Madrid, 1905). 

88 Madrid, 1908. 

89 Madrid, 1908. 

40 I have not seen this second version, nor the stage versions of El lobo 
and El idilio de Pedrin mentioned above. 
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motive for composing these insignificant works was undoubtedly 
pecuniary, and the revisions simply afforded another opportunity 
for profit. Dicenta need not even have taken much hand in making 
the slight changes, and certainly they cost him little effort. 

Another and final variant of Dicenta’s method of recasting ma- 
terial is the derivation of novels from factual essays. The short 
novel El hampén* draws on Plomo, the source of Daniel. One 
chapter of Plomo is in fact entitled El hampén. It describes a rude 
and spendthrift miner, come no one knows whence, whose life bears 
strong resemblances to that of the hero of Juan José. The fictional 
El hampén weaves a story around this figure, but in adding does 
not disdain a return to the original sketch to copy several pages, 
some of them word for word, others scarcely altered.** 

The novel Encarnacion * is an elaboration of a chapter in Idos 
y muertos. The latter, although published in the collection 
Novelas,** is an autobiographical essay covering Dicenta’s life 
through its most memorable event, the triumphant performance of 
Juan José. The chapter utilized for Encarnacién is an account 
of the year he spent with Encarnacion, his desertion, and her sui- 
cide.*® The novel is hardly more than an extended treatment of 
this episode, and as such is nearly pure autobiography. Its time 
is around 1906, years nearer the date of composition than the events 
it narrates. But comparison with Idos y muertos reveals exact 
factual correspondence and, according to Dicenta’s habit, even 
verbal coincidences.** The transparent masks of Alejandro Nava 
for Alejandro Sawa and Manuel Gaso for Manuel Paso typify the 
scant departures from reality that Dicenta permitted himself, and 
incidentally suggest that Encarnacién will one day prove invalu- 
able for a study of the author’s life and of the literary groups of 
the day. 

41 Paraiso perdido, pp. 151-212. 

42 Cf. Plomo, pp. 93-96, El hampén, pp. 159-162. 

43 Madrid, 1913. 

44 Pp. 81-162. 

45 Idos y muertos, Ch. VII, pp. 123-131. 

46 An article of this nature is not the place for a detailed analysis of 
these highly important points, but one echo, from the description of the heroine, 
may be adduced as an example: Encarnacién is ‘‘Toledana y dulce hasta el 
hueso, como los albaricoques del pais; por parecérseles en todo, tenia en la cara 
unas pequitas color de oro. . . . (Jdos y muertos, p. 127’’; ‘‘Es un albaricoque 
toledano del huesecito dulce. . . . Por no ser menos que ellos . . . luce en el 
cutis de su cara pelusilla terciopelosa y pintitas de oro (Encarnacién, p. 37).’’ 
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The examples listed above may not exhaust Dicenta’s borrowings 
from himself. They suffice to show how natural borrowing was to 
him, what an important part it played in his creative processes. 
And, including as they do the derivation of play from straight 
prose, of play from play, of novel from play and from factual essay, 
they probably cover all variants in his method of recasting material. 

It is interesting to speculate upon the psychology of that method, 
the compulsion Dicenta seems so often to have been under to work 
fields already harvested rather than new ones. The most satisfy- 
ing hypothesis is that Dicenta was and remained at bottom a 
journalist, in whatever form he expressed himself. His were cer- 
tainly not the motives that led Galdés to repeat himself. Never in 
Dicenta’s double treatment of a theme is one version a pendant of 
the other, as Realidad is of La incégnita. Never is it felt, as with 
Galdés’ stage adaptations of dialogue novels, that the problem of 
medium concerned him. His was not even the rewriting in differ- 
ent form of a popular work, a Dotia Perfecta or a Gerona. Dicenta 
merely seems to have found creation difficult without a sketch to 
work from.** And the sketch, if one excepts the untypical first 
drafts of untypical sainetes and musical plays,** is usually journal- 
istic, and probably always written for publication in a newspaper. 
If not a factual or autobiographical report like Plomo, Desde los 
rosales and Idos y muertos, it may be a fiction that could well have 
been inspired by a real occurrence. Such are El crimen de ayer 
and El leén de bronce. Indeed this journalistic factualness is so 
markedly one of Dicenta’s salient characteristics that one suspects 
its presence often when it cannot be proved. The heroine of 
Aurora*® might have been suggested by the real Encarnacién. 
Resurreccién, a selection in the collection of newspaper writings 
Traperias,*° reports an incident in the Careel Modelo identical in 
spirit with the theme of El lobo. Thus to the artist’s having bor- 


47 It was not always his own model he used. The title page of De tren a 
tren (which Dicenta revised to form El vals de las sombras) declares that 
juguete cémico to be ‘‘inspirado en un cuento francés’’; Dicenta’s first play, 
El swicidio de Werther, is of course based on Goethe, and Los tres maridos 
burlados (written in collaboration with Pedro de Répide) on Tirso. 

48 That these are untypical is strikingly revealed by the frequency with 
which they are collaborations rather than the work of Dicenta alone. Colla- 
boration with Pedro de Répide has already been mentioned, as has the fact 
that El idilio de Pedrin was written with J. Dicenta, hijo. Curro Vargas and 
La cortijera were the joint work of Dicenta and Manuel Paso. 

49 Performed 1902 (Barcelona, 1913). 

50 Madrid, 1905, pp. 93-99, 
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rowed from journalism, to the editor’s near incapacity to refrain 
from voicing his partisan views, is added the reporter’s disinclina- 
tion to depart from fact. And all support the hypothesis that 
whatever his relative merits and fame as dramatist, novelist and 
newspaperman, Dicenta and the latter rarely parted company." 


Epwin 8S. Morsy 
University of California 


51 In point of volume, Dicenta’s journalistic and factual writings assume 
greater importance than may have been evident in this article. Besides the col- 
lections mentioned, his short stories and articles fill such books as Spoliariwm, 
Tinta negra, Crénicas, and Los de abajo. His ‘‘crénicas de viajes’’ (probably 
all also first published in newspapers) number, besides Espwmas y plomo and 
Desde los rosales, De piedra a piedra, Bajo los mirtos, Serranas, Por Bretaiia, 
and Mares de Espafia. If one disregards those works Dicenta wrote in col- 
laboration with other authors and those he drew from Goethe, Tirso, etc., 
these volumes comprise a still greater proportion of his entire output. 
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FERNANDEZ DE LIZARDI AND HIS FOREIGN SOURCES 
FOR LAS NOCHES TRISTES 


Tue usual statement? that Fernandez de Lizardi’s Las noches tristes 
is an imitation of Cadalso’s Noches ligubres should be modified, for al- 
though Lizardi* himself stated in the preface of his work that he was 
imitating Cadalso, whom he admired, his Noches tristes was actually in 
some respects similar to Young’s Night Thoughts. It is true that Lizardi 
could have been influenced by either Young or Cadalso, or for that mat- 
ter, by other romantie writers, in their attitudes towards friendship, death 
and avarice. Again his generalities might have been spontaneous, for 
such attitudes may be expressed by anyone without the influence of an- 
other. It is true also that caution should be exercised in drawing con- 
clusions when elements belonging to the common romantic fund are under 
discussion. 

Lizardi was probably not fully aware that his philosophy included 
certain attitudes which are now considered a part of the romantic move- 
ment. Today, on the other hand, those who write of Lizardi could call 
attention to this and to the fact that in El Periquillo Sarniento there is 
a passage which proves that he must have known Young’s work in some 
form: “. . . de manera que lo mismo lea las noches de Young.” ® 

A comparison of Lizardi’s and Cadalso’s Noches shows that Lizardi 
borrowed the setting and certain situations from Cadalso, that both au- 
thors used a similar type of description, but the former’s philosophy and 
didacties had less in common with Cadalso’s than with Young’s. A com- 
parison of the three authors’ attitudes towards death will illustrate the 
point. 


1 Spell, Life and Works of José Joaquin Fernandez de Lizardi, Philadel- 
phia, Publications of the Series in Romanic Languages, No. 23, University of 
Pennsylvania, 1931, p. 141; Gonzdlez Pefia, Historia de la literatura mexicana, 
2* edicién, México, Editoriales Cultura y Polis, 1940, p. 148. An exception to 
the usual statement is that of Torres-Rioseco, La novela en la América Hispana, 
Berkeley, University of California Press, 1939, p. 181: ‘‘Hay mucho de las 
Noches ligubres, y algo de Night Thoughts de Young, en esta novela Noches 
tristes. Ambiente elegiaco, presencia constante de lo tétrico, de lo pavoroso; 
atraeccién de las sombras nocturnas; comunién del alma con los aspectos tristes 
de la naturaleza.’’ 

2 Las noches tristes, México, 4* edicién, 1843, p. iv. 

8 Fernindez de Lizardi, El Periquillo Sarniento, Barcelona, Sopena, 1933, 
p. 43. 
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To Tediato and TeSfilo, characters in Cadalso’s work, death was the 
only solution, the only reality: 


“Para qué? para pasar cincuenta afios de vida como la que he pasado 
Ilena de infortunios. . . . Amigo, si para eso deseas que me guarde el 
Cielo, jah! pidele que me destruya.” * 


and: 


“ Desprecia una vida que ella [la vida] solo te obliga a vivir entre los 
hombres, depésito de maldades.” 


In contrast to this attitude, Lizardi causes his character Tedfilo, after a 
temporary longing for death, to resign himself to the divine will: 


“Si, muerte, ven; ya no temo, ya no te huyo; ya no eres 4 mi vista 
horrorosa ni formidable . . . te considero como la nica y poderosa re- 
dentora de todos los males de los hombres. . . . Yo debo vivir pues esta 
de Dios que vivo? Es verdad. Soy un necio, soy un cobarde en apetecer 
la muerte, por ecsimirme de los males que me afligen. Solo la pasion 
ecsaltada puede en algun modo diseulpar este bastardo modo de pensar. 
. . . Es una bajeza de 4nimo el desear la muerte por no sufrir con cons- 
tancia nuestras infelicidades. La tranquilidad en medio de ellas mani- 
fiesta, sin la menor duda, la magnanimidad del corazon.” ® 


Cadalso’s character never becomes resigned to his fate. Resignation, 
on the other hand, was the advice of Young, who did not shun the thought 
of death, and looked upon resignation as man’s strength and hope: 


“Tn this our Day of Proof, our Land of Hope, 
The good Man has his clouds that intervene; 
Clouds, that obscure his sublunary Day, 

But never conquer. Ev’n the Best must own 
Patience and Resignation are the Pillars 
Of human Peace on Earth.” * 


In Lizardi’s second Noche, Tedfilo advises Rodrigo to accept Provi- 
dence’s decrees, and to seek comfort in religion: 


“En nuestras mayores desgracias, debemos conformarnos con los sabios 
deeretos de la Providencia.” ® 


#Cadalso, José, Noches ligubres, Liverpool, Publications of the Bulletin 
of Spanish Studies, 1933, p. 52. 

5 Cadalso, op. cit., p. 54. 

6 Fernandez de Lizardi, Las noches tristes, pp. 15-16. 


7 Young, Night Thoughts on Life, Death and Immortality, London, Wright 
Edition, 1777, III, 305-310. 


8 Fernandez de Lizardi, op. cit., p. 18. 
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This is the attitude, not of Cadalso, who found no hope, no solace in re- 
ligion, but of Young: 


“ Religion’s All. ... 
Religion! the sole voucher Man is Man; 
Supporter sole of Man above himself 
Ev’n this night of Frailty, Change and Death.” ® 


Again Lizardi has Rodolfo protest against the trials of life, against a 
Providence that sends ills from the cradle to the grave, against a God 
who seems to take pleasure in seeing man suffer. To Tedfilo, representing 
Lizardi, this is blasphemy, and he points out that not all evils are such, 
that often man himself creates his own sorrows by breaking God’s natural 
laws. Moreover, man had been given the power to recognize good and 
evil and to choose between them. Trials are sent, he says, to test man, as 
God did Job. This was also one of the favorite themes of Young: 


“ And have I been complaining, then so long? 
Complaining of his Favors, Pain and Death? 
Who, without Pain’s advice, would e’er be good . . .? 


All Evils natural are moral Goods 

All Discipline, Indulgence, on the whole 

Our Faults are at the Bottom of our Pains; 

Error, in Act, or Judgment, is the Source of endless Sighs. 
This is a prime part of Happiness, to know 

How much Unhappiness must prove our Lot.” 1° 


The work of Cadalso has nothing of this attitude; his bitterness over- 
shadows all else, making the world completely bad, a world in which there 
is no virtue, no goodness, no real friendship, a world in which man is the 
plaything of fate. In both the Spanish and the Mexican Noches the 
protagonist faces another’s condition of greater wrechedness but there is 
a difference between their reactions. To Cadalso this situation served 
only to increase his melancholy, but to Lizardi, it was a chance to preach 
and moralize on true charity and service to others. In this respect also 
Lizardi is more like Young than Cadalso. 

Granted, then, that Lizardi’s and Young’s philosophies and attitudes 
toward death, religion and Providence are similar, we can account for 
the possibility of the influence of Young upon Lizardi since the latter 
mentioned the Night Thoughts. It would be interesting to know when 
Lizardi became familiar with Cadalso’s work. We know that he did not 
hesitate to borrow another author’s devices. We know also that Mexico 
was familiar with other examples of the “graveyard school” of poetry; 
for example, in 1802 and 1808 Gorrifio y Arduengo had translated Har- 

® Young, op. cit., IV, 550-558. 

10 Ibid., IX, 389-414. 
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vey’s Meditations and Contemplations among the Tombs, as Meditaciones 
sepulcros and Los Paseos.'* 

The parallel between Cadalso and Lizardi is reduced to a similarity 
of situation, each author giving a narration of his own experiences. 
Lizardi and Young have in common the same didactic aim: a striving for 
better things. Just as there is a great gulf between Young’s melancholy 
musings and Cadalso’s, so is there between Lizardi’s and Cadalso’s. Just 
as we have to abandon the idea that Cadalso gave a clear imitation of 
Young,'* so do we have to modify the statement that Lizardi imitated 
Cadalso, by adding that he had much in common with Young’s didacties. 
Lizardi’s Noches is a combination of influences. The plot he certainly 
based on the Spaniard’s, but his didacties are similar to Young’s, and 
possibly those of the whole “ graveyard school” of poetry. 


Myra L. Yancey 
Boulder, Colorado 


0. SP. REGUNZAR AGAIN 


Pror. Rice, dealing with the merits of his *recomputiare and my 
*recognitiare as the etymon (Hisp. Rev., VIII, 159-160), admits himself 
that the list of authentic derivations in -iare from verbs and nouns is not 
impressive: in fact, none of the assumed verbal derivations prove true: 
e.g., “ordiniare which belongs to a neuter *ordinium from ordo (REW®, 
6092) or “trebiare, which is according to REW*, 8868a a “ gall. [ische] 
Weiterbildung ” from *trebare (I underline “ gallische ”), but according to 
Jud. Rom., XLVII, 500 a *trebare influenced by Lat. trivium. Meyer- 
Liibke’s hesite‘ions are to be explained, as I learned in a conversation with 
him, by his growing conviction that earlier etymologists had too easily 
admitted -iare-derivations from verbs. Nominal derivations are more 
plausible and a *recomputiare from *re-cémputus which Mr. Rice now 
proposes would have better chances. I myself am not inconsistent in 
backing my “recognitiare (from re-cognit-iare) by rescriego = *re-crepit- 
iare, since crepitus is a participle (ef. REW: *in-dorment-iare from a pres- 


ent participle). 


11 México, Imp. de Ontiveros, 1802. 

12 Diario de México, June 30—Aug. 24, 1808. 

18 Today we recognize that Cadalso did not really imitate Young. In 
her study, ‘‘Cadalso and his Foreign Sources,’’ Bulletin of Spanish Studies, 
Liverpool, 1931, VIII, 14, Mrs. Emily Cotton has expressed doubt that he 
had read any but the first Night of Young, and has said that any resemblance 
was accidental, that the belief that Cadalso imitated the English poet either in 
style or thought must be abandoned. E. Allison Peers, ‘‘The Influence of 
Young and Gray in Spain,’’ Modern Language Review, Cambridge, University 
Press, 1926, XXI, 413-414, adds: ‘‘For my part... Mrs. Cotton might 
have gone farther, for I find in the Noches ligubres nothing which can be 
dignified by the name of ‘imitation’ of Night Thoughts at all.’’ 
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Regunzar, derived either from *recomputiare or “recognitiare, must be 
a verb coined in the pre-romanie period, as the treatment of the intervocalic 
-c- > -g- shows: the failure of the speakers to see in it a compound, as 
indicated by this phonetic development, inclines the balance toward my 
*re-cognit-iare, since cognitus early meant ‘ graceful’ as in O. Fr. cointe, 
O. Prov. coinde, Catal. condicia (Tallgren, Neuph. Mitt., XIV, 17.)—no 
longer ‘ well-known’, ‘familiar’ as Thomas points out (Rom., XLVII, 
362) in vindicating for a “*prae-cognit-are a development into Prov. 
*pregoindar: this is in fact the very treatment we have in the case of 
regunzar. One does not see the reason why the etymological link between 
recontar = recomputare and regunzar = *recomputiare should have been 
lost. The geographical objection raised by Mr. Rice does not seem serious 
to me. The verb is attested in the Aragonese Berceo and Aragon, in its 
vocabulary, clings very close to the neighboring Catalonia and Provence: 
it is in fact “the bridge between Iberoromance and Galioromance” (A. 
Steiger, Vor roman., IV, 353). But since my hypothetic regunzar 
must, because of both semantic and morphologic reasons be a preromanic 
coinage (as the percoindar of the Passion doubtless is, because of the 
semantic one), the linguistic geography cannot oppose it. 

To the existence of cognitus in the Peninsula the 0. Sp. coinde which 
REW quotes (I am unable to locate it at the moment) bears witness. Mr. 
Rice now writes regunzar with ¢ in order to comply with Professor 
Zauner’s phonologiec remark: “ Regunzar may come from recomp(u)tiare 
if it had ¢ in O. Sp. ... ty cannot be supposed as intervoealic, as is 
shown by contar (early syneope).” But the facts are as already shown 
by Cornu in Rom., X, 405 and again by A. Hiimel (Sammlung roman. 
Ubungstexte, X): the verb is attested four times, and always with 2; 
only the substantive regungerio is found (once in this selection) with 
-¢-. Now we may observe that this substantive appears in a speech of the 
Virgin (v. 439 of the Hiimel edition) rhyming with learned words 
(cimiterio, ministerio, lazerio—the ending -erio itself being a learned one), 
as, the Virgin is wont to mix expressions of a very popular flavour (like 
1357 seq.) with latinisms in the rhyme elsewhere (v. 295 seq.: festividat: 
auctoridad: Navidad ; v. 795 el Sennor spirital [ : Rey celestial] ; v. 918 seq. : 
eresia: capellania). Thus reguncerio is a word supposed to have the lofty 
flavour of a latinism, it is in fact a kind of semi-Latin: the author was 
ignorant of the etymology of the stem regunzar, and could not re-estab- 


1 This meaning appears at least in one O. Fr. text: Saint Alexis v. 212: 
vait par les rues dunt il ja bien fut cointe (Ms. L) ‘familiar with,’ which Diez 
had already pointed out (cf., furthermore, P. M. Groth, Jahrbuch fiir Philologie, 
IIT (Munich 1927-28), p. 299, who states that the meaning developed in O. Fr. 
religious literature ‘learned, intelligent, skillful, astute’ goes back to ‘familiar 
with’ whereas the chansons de geste developed more the nuance ‘courageous, 
valiant’ and the courtly poetry the shade ‘nice, courteous’). Thus, cognitus 
‘familiar, well-known’ is a word in retreat, in O. Fr. as in O. Sp. 
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lish a complete Latin word. Regungerio is consequently less trustworthy 
than regunzar and the phonetic criterion applied by Zauner, as well as 
the statistical factor, works against Mr. Rice. 
Resuming all these reasons, in themselves perhaps of less impressive- 
ness than when grouped, I still think that probability backs *re-cognit-iare. 
Leo 
The Johns Hopkins University 


JULIANA MORELL: POSTSCRIPT 


In note 1 of an article on Juliana Morell in the Hispanic Review for 
January, 1941, I mentioned an inaccessible book by M.-J. Rousset on this 
Venerable Mother. Since the title did not appear in any available library 
catalogue of the United States, or in the Catalogue of Printed Books of 
the British Museum, I despaired of seeing it short of Paris. However, 
thanks to the good offices of Father Kelly of the Dominican College of 
St. Albert the Great at Oakland, California, a copy reached my hands in 
December, 1940. It is a loan from the library of the Monastére des 
Dominicans at Ottawa, Canada. The exact title is La Vénérable Mere 
Julienne Morell, dominicaine, sa vie, sa doctrine, son institut, par le R. 
P. Matthieu-Joseph Rousset, des Fréres Précheurs. Lyon-Paris, Del- 
homme et Briguet, 1893. Pp. xi+ 308. 12X18 em. 

Father Rousset’s biography as such does not represent scholarly sifting 
of evidence. He published, however, some documents contemporary with 
the nun, and not found in print elsewhere. They do not invalidate the 
conclusions I reached; on the contrary they reinforce them. From them 
we know that Juliana can never have taught in Paris, as Lope de Vega 
and Juan de Pifia alleged. 

The new documents are the following: 

1 (pp. 45). A Latin letter said to have been written by Juliana to her 
father in his absence when she was seven years old. There is no indication 
of its source. It contains warm expressions of endearment. 

2 (266-267). Part of a letter written in Spanish by Juliana in 1608 
to the Governor of Catalonia on behalf of her father. We are not told 
where the letter is preserved. It is a pity that it is not presented in its 
entirety. From the fragment we learn that the public “theses” of Lyons 
(1606) created an even greater stir in the world of royalty and erudi- 
tion than we had thought. She or her father sent copies to the Queen 
of France and other Princesses; she received congratulations from Car- 
dinal Baronius on behalf of the Pope, and from other prelates of high 
rank. No reference is made anywhere to a printed edition of the pro- 
ceedings, so I take it that some sort of manuscript account was sent. 

3 (267-268). An early account of Juliana which belongs between 
numbers 1 and 2 of my article. A German jurisconsult, Heinrich Korn- 
mann, was so impressed by the fame of the theses of Lyons that he made 
a trip to that city expressly to visit the prodigy. He dedicated to her 
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his work, De virginitate, virginum statu et jure tractatus jucundus, Frank- 
fort, 1610, in the following extravagant words (they do not appear in 
the edition of Cologne, 1765) : 


“ Ad Julianam Morellam hispanam: Piissima et doctissima virgo, cum 
ad me apud Leucos tua pervenerit laus, fama et doctrina, qua chorum 
virgineum plus quam condecoras, stupui primum, laetatus inde vehementer. 
Te videre desideravi. Lugdunum adii, aditum rogavi; benigniter ad- 
missus, te vidi, te allocutus sum, te salutavi, tuam linguam sensi, tuas 
manus deosculavi, tuam diligentiam probavi. Quae mea musa negavit 
tum, Burgundia me tristem fecit, felix audacia praestitit. Cape, rogo, 
doctissima virgo, animi mei favorem sybillam hancce, cape, rogo, amplec- 
tere ut antea me. Salve, vive, vale, felix diva. Sacerdos summus ille 
propositum prosperet tuum feliciter, quod ex animo voves. Perge, salve, 
virginum decus, salve, piissima virgo, salve doctissima. T. A. 0.” 


In chapter XVI of his work he devotes a paragraph to Juliana, but it 
contains nothing new. 

4 (261-265). The French original of the Epitre dédicatoire to the 
nun’s translation of and commentary upon St. Vincent Ferrier’s Traité 
de la vie spirituelle (number 5 of my article). It is dated at Avignon, 
Jan. 21, 1617. Hitherto this autobiographical preface has been known 
to most persons, as to me, only in the partial Spanish version of Roca 
y Cornet or its still more fragmentary copying from him by Serrano y 
Sanz. The full form does not contain additional information about her 
life. 

5 (269-278). In 1628, on the occasion of a canonical visit to the con- 
vent of Ste. Praxéde in Avignon, each nun was asked to answer sixteen 
questions concerning her life and habits in the convent. The question- 
naires with answers are still preserved in the archives of the Order at 
Rome. That of Juliana Morell is reproduced by Father Rousset. It 
was signed March 10, 1628. By an extraordinary coincidence this is the 
very year in which Juan de Pifia wrote and published his novel Casos 
prodigiosos y cueva encantada (see the former article), in which he rep- 
resented Juliana as teaching in the University of Paris. The questionnaire 
and the Lettre circulaire to be mentioned below prove beyond any doubt 
that Juliana never left her convent, much less went to Paris. Lope de 
Vega and his friend Pifia were indeed, as I surmised, in complete ig- 
norance of the facts about the famous nun. 

In the questionnaire Juliana states that she is 34 years old, a native 
of Barcelona; that she accompanied her father to Lyons, and after six 
and a half years there started toward Spain with him. In passing 
through Avignon she felt attracted to the convent of Ste. Praxéde and 
entered it without her father’s knowledge (“au desceu de mon pére”), 
aided by the papal legate. At the age of twelve, she says, she had under- 
gone a religious conversion, and had felt a strong vocation ever after. 
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Her father, angry at her for disregarding his wishes, withheld from her 
the dot necessary to enter the convent; the sum was raised by friends, 
among them Pope Paul V. After she had professed, her father resigned 
himself, forgave her, and made presents of money, pictures and tapestry 
to her and to the convent. He died intestate in Milan in 1624. Many 
details are given concerning her occupations and posts in the convent, 
not a word about theses either at Lyons or Avignon. She lists her 
favorite reading, all of a religious nature. 

6 (133-172). The same MS contains a description of the convent, 
L’Intérieur du Monastére, written in 1628, mostly, according to Rousset, 
by Juliana Morell. He prints long extracts from it. In simple language 
it describes the dress and daily rounds of the nuns. 

7. The frontispiece of the book is a cut of the nun in the prime of 
life, seated at a table by an open window, 4 in a bound manuscript. 
The inscription beneath reads: 


“Soror Iuliana Morell Barchinonensis, Hebraicae Graecae & Latinae 
linguarum a teneris peritissima. Annos nata XII, Theses Philosophicas 
Hispaniarum Reginae dicatas Lugduni publicé propugnavit. Demum 
sublimioris sanctiorisque flagrans desiderio sponté seeulo nuntium misit 
sacrumque D. Dominici Institutum Avenione professa est in Monasterio 
8.%° Praxedis; in quo ab hine annis fere novem Religiose admodum vixit, 
& ibidem Gallicos Commentarios in Tractatum D. Vincentii Ferrerii de vita 
spirituali recens edidit, quos Galliarum Reginae inscripsit Aetatis suae 
Anno 23, 1617. C. A. F.” 
No date appears on the portrait. 

8 (113). Father Vincent Baron knew her personally, and at some 
time, probably soon, after her death, wrote some words of testimony. 
Among her other virtues he noted that she took care “ d’oublier les sciences 
qu’elle avait si bien apprises, comme on s’efforcerait de cacher les crimes 
de sa vie passée, ne voulant plus s’attacher qu’d la suréminente science de 
la charité.” 

9 (279-291). Soon after Juliana’s death a Lettre circulaire du 26 
juin 1653 was sent to “ quelques monastéres et couvents de notre Ordre,” 
with an account of her life and miracles. This is the official biography. 
It is not the letter utilized by Quétif-Echard (cf. my article number 10), 
since it varies from this in several details.1 The Lettre circulaire men- 
tions the first theses briefly, but says nothing of the costume she wore on 
that occasion. It states that Juliana’s father took her to Avignon “ pour 


1 Father Rousset, p. x of the Préface, states that the Quétif-Echard letter, 
now lost, was written by Mother Gabrielle de Vallat; that it was used also by 
P. Souéges for his life of Juliana Morell in the Année Dominicaine, under 
the date of June 26. I have seen this life, in the edition of Lyons, 1893 (pp. 
545-568). It contains nothing about the costumes, but introduces the ‘‘per- 
secution by her father’’ theme. 
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la faire agréger au nombre des docteurs en droit,” but no more. Then, 
after she had become a nun, her father wished her to obtain the doctor’s 
degree by taking an examination in the convent; she declined, using the 
words “Je ne suis pas religieuse pour me faire voir dans un parloir; 
laissez y moy apprendre la science de Jésus-Christ.” There is, of course, 
no mention of any trip to Paris. 

As to Rousset’s own biography, it is worked up from all these elements. 
He did not know of the biographical letter by Juliana’s father, published 
by Morel-Fatio (number 3 of my article). He describes at length the 
elaborate dress of blue velvet, adorned with silver lace, which Juliana 
wore for the Lyons theses; he dwells on the blue and silver decorations 
of the room to match it. He takes cognizance of the portraits which 
show her wearing a garb resembling that of the Franciscans, and states 
that her father wished her so to dress ordinarily; “ je ne sais pour quel 
motif, ou par quelle bizarrerie d’esprit, il voulut que son vétement 
ordinaire fit d’une bure grossiére, assez semblable 4 celui des ermites ou 
des pauvres soeurs de saint Francois.” This is his softened version of 
the Lettre circulaire: “Son pére la faisoit habiller en capucine, pour la 
divertir des puérilités, et pour fermer la porte aux conversations mondaines 
de la jeunesse.” When one takes into consideration the Jode portrait 
(number 2), one must believe that Juliana wore the Capuchin costume 
at the theses, and that the person who wrote the letter used by Quétif- 
Echard invented the velvet dress. : 

The story that the father harshly illtreated Juliana first appeared in 
the Lettre circulaire: “de si rudes traitements” is the phrase. In the 
Année Dominicaine and Rousset this is elaborated in melodramatic fash- 
ion: he swung a sword over her head, he beat her with a lash of rawhide. 
This follows the regular pattern of a saintly legend: martyred innocence, 
superhuman endurance. 

Another point which emerges dimly from various slight allusions is 
that the father tried to use his daughter’s fame to placate his enemies in 
Spain and enable him to return. That is probably why he was so in- 
eensed when she eluded him and entered the convent. After that, her 
fame benefited the Order, not him. And he died in Milan, still, I suppose, 
an exile. 

Two facts are now very clear: Juliana Morell never taught in Paris, 
and she never received the doctor’s degree in Avignon. 

Griswotp Moriey 
University of California 


FERNAN CABALLERO—BARRANTES CORRESPONDENCE 


A pocument of considerable importance for the study of Ferndn 
Caballero is an unknown open letter of Vicente Barrantes addressed to 
the author of La familia de Alvareda on the oceasion of the appearance 
of Clemencia. Barrantes’ letter and Fernin Caballero’s answer are found 
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in La Ilustracién, Periédico Universal, one of the many indispensable 
journals for the study of nineteenth-century Spanish literature. 

Although Barrantes entitles his article “Cartas,” in the plural, he 
publishes only one. His letter is a valuable document because it shows 
to what extent Fernfn Caballero’s identity was unknown up to 1853, the 
date of this letter; it makes, moreover, an analysis of her literary work, 
especially of the feminine qualities found in her production up to 1853, 
and gives a review of Clemencia. 

Barrantes is the first to establish rather conclusively that the author 
of Clemencia had to be a woman. Whether he knew who Fernén Caballero 
was, after the publication of Clemencia, is difficult to determine. In his 
letter he hints that he knew when he says: 


“ A estas horas que cuenta V. una respetable antigiiedad en las letras, 
nadie se atreve todavia a asegurar paladinamente si es V. muger u hombre, 
Ferndn veridico o veridica Dofa... jtente, lengua! Salvo algunos 
elegidos, pocos por su fortuna y por la de V. disecretos, el piblico lee, 
admira, y acaba por preguntarse—iquién es? édénde esté?—y quedarse 
como quien ve ilusiones.” 


Barrantes contends that the author of Clemencia is a woman, for her 
production reveals definite feminine characteristics. Ferndén Caballero, 
he says, “es muger antes que escritora,” and adds: 


“Los libros de V. han levantado una puntita no mas del velo de su 
anénimo, dejando ver, como si la linterna estuviera encendida, clara y 


palpablemente, el corazén de muger més tierno, més amable y mas 
apasionado del mundo.” 


Barrantes elaborates on these feminine qualities and emphasizes the 
incompatibility between the two sexes. He laments that the author is 
leaning toward the philosophical, because, he argues, women can never 
succeed in this field. The heroine of Clemencia “es una filésofa a medias, 
que ni goza como muger ni como hombre. . . . Clemencia ni ama ni abo- 
rrece: no es muger.” Ferndn Caballero’s forte, Barrantes continues, is 
customs and manners and she should not go outside this type of writing. 

In regard to Fernén Caballero’s answer to Barrantes the editor of 
La Ilustracién, the distinguished Angel Ferndndez de los Rios, says: 


“El apreciable escritor conocido con el seudénimo de Fernén Caballero, 
nos remite para su publicacién la siguiente carta, respuesta a la critica 


1 Published in Madrid by Angel Fernfndez de los Rios, between 1849 and 
1857. ‘‘Cartas a Fernén Caballero,’’ by Vicente Barrantes, Vol. for 1853, 
p- 10; and ‘‘ Respuesta de Fern4n Caballero al Sr. D. V. B.,’’ Vol. for 1853, p. 
33. The only reference to Barrantes’ letter that I have found is made by 
F. C. herself in a letter to Miguel Carvajal, dated in Puerto, April 13, 1853. 
She says: ‘‘ No sé si recibe usted La Ilustracién, y si veria en el nimero del 1° 
de enero una critica que hizo Barrantes de Clemencia.’’ (Diego de Valencia, 
Cartas de Fernaén Caballero, Madrid, 1919, p. 46.) 
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de su novela Clemencia que en la misma forma publicé el sefior Barrantes. 
. . . Sin que en esta polémica pongamos nosotros nuestro voto de ninguna 
de las dos partes, aconsejamos, sin embargo, a Fernén Caballero, que no 
se deje arrastrar de impresiones del momento y pese en su buen criterio 
como debe las razones en que el sefior Barrantes se fundaba.” 


It is obvious from the foregoing that Ferndn Caballero took Barrantes’ 
review quite seriously. In her letter she defends the feminine qualities 
of her heroine, speaks with pride of her anonymity and her determina- 
tion to remain unknown and gives us an excellent summary of her own 
interpretation of a novel: 


“ Hay en otros paises una clase de literatura amena, que se propone 
por objeto inocular buenas ideas en la juventud contempordnea; he 
echado menos una cosa andloga en nuestro pais, y he querido, bien que 
mal, llenar este vacio. Es claro que si solo hubiese escrito para literatos 
ilustrados y gentes instruidas, muchas cosas habria dejado de decir por 
sabidas. .. . 

“Mi instintiva y natural tendencia es espiritualizar el sentir que las 
novelas modernas han materializado tan escandalosamente. Bajo este 
hermoso punto de vista admiro y simpatizo con el sefior marqués de 
Valdegamas, que con tan seguro pie camina por su alta senda, sin tener 
yo la necia y enfdtica presuncién de hacerme su servil imitador, como V. 

“He repetido varias veces que no escribo novelas, puesto que la 
tendencia de mis obritas es combatir lo novelesco, sutil veneno en la 
buena y Ilana senda de la vida real. Esto es hacer una innovacién dando 
un giro nuevo a la apasionada novela, trayéndola a la sencilla senda 
del deber y de la naturalidad, innovacién que no dejaria de ser un ade- 
lanto, si plumas mas diestras que la mia la ejecutasen, en vista de que 
dice Dumas que los adelantos humanos caminan de lo compuesto a lo 
sencillo, porque en lo sencillo esté la perfeccién; asi es que Clemencia, 
que V. no cree muger, que califica de egoista refinada, de filésofa a medias, 
que no ama ni aborrece, es sencillamente una muger virtuosa.” 


Fernan Caballero believes her reviewer has misunderstood her work 
and advises him to be 
“tolerante como se precisa de serlo todo hombre liberal e ilustrado, y 
deje a mis ideas antiactuales su rinconcito al sol de Dios en la palestra 
que con tanta arrogancia tienen invadida los actuales, que para todos hay 
lugar en ella, si no hemos de cireunscribir los horizontes del pensar y del 
sentir.” 

This revealing document needs no further comment. Written before 
the identity of the author was known, it embodies her principal ideas 
which later brought her national recognition. 

José SANCHEZ 
Northwestern University 
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REVIEWS 


El Arcipreste de Talavera o sea El Corbacho de Alfonso Martinez de Toledo, 
nuevamente editado segtin el cédice escorialense por Lesley Byrd 
Simpson. Berkeley, California, 1939: xi + 361 pages. 


This review is based upon a comparison of the present edition with 
that of Pérez Pastor (indicated by PP) of the year 1901, an edition which, 
while neither strictly paleographic nor critical, is nevertheless fairly satis- 
factory for the student of literature. The Spanish editor also used the 
codex of the Escorial (of the year 1466) and corrected it from the first 
extant printed editions, Seville 1498, and Toledo 1500 (indicated by A 
and B). Unfortunately PP does not retain as variants the blunders of 
the copyist. These are brought to light by the present edition, either in 
the text itself or in a list of 202 rejected readings. The “‘correct” read- 
ings inserted in the text are derived in nearly all cases from PP, who in 
turn derived them nearly all, it must be supposed, from AB. As these 
corrections are usually made on obvious blunders, it is not a very serious 
lack that we do not know which of four editors first made the change. 

PP has found it necessary to draw heavily on the early editions for a 
variety of little words lost by carelessness from the text of the codex, 
particularly the conjunction e ‘‘and.”’ These he prints in italics when 
they are common to Aand B. Our editor has taken over many of these, 
putting them in square brackets. A few others necessary to the sense 
seem to have been overlooked.'! 

More puzzling are some readings printed in italics in PP as coming 
from AB but without indication of any kind in the Simpson edition. 
Only an examination of the manuscript will show whether PP has been. 
too free with his underlining in these cases.” 

Aside from this one exception I have no reason to doubt that the 
new edition is a faithful and complete reproduction of the manuscript. 
One of course looks for some account of the written text, nature and 
arrangement of the writing, signs of erasures, material in the margin, 
ete. Aside from the list mentioned and the brief introduction there is 
no critical apparatus. The lines are not numbered. All this we hope the 


1 References are to page and line. 38,12 principio [e] cabeca; 57,26 amor [0] 
por; 71,23 juraron [a] algunas or digunas; 91,1 amenazar [e] muy; 252,1 salwar 
dafiar. 

281,18 aqui; 20,13 ser; 27,14 e; 36,22 aquel; 42,14 corto; 45,6 toda; 57,16 era; 
62,24 mas; 69,25 fenbra; 72,9 lo; 81,15 tu . . . te amaua; 82,12 naranjas; 88,20 
rrey; 89,14 dezir; 97,23 la; 122, 18 cuytada; 150,11 con; 150,12 es; 182,9 que; 188,23 
te; 224,24 bendita; 259,20 es; 261,22 mundo; 273,5 e (last case); 316,11 @ primo, o 
tia; 336,3 la. 
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editor will give in a second volume. Meanwhile, we wonder if the manu- 
script has left space for an illuminated capital D to begin the first sen- 
tence in the Tercera Parte, which now reads: E onbres ay muchas maneras, 
e por ende son malos de conoscer, peores de castigar. 

The new edition makes the work available as a document for the 
study of phonology and morphology. A case in point is the use of the 
second person plural verbal forms in -és (corresponding to the modern 
-éis), a form kept alive in Spanish America, although with new syn- 
tactical relations. It is here most often used in polite address to one 
person. We find represented, the future tense forms oyrés, dirés, verés, 
avrés, yrés, abrirés, and in the present tense, avés, deués, creés, querés, 
gozés, dubdés, leés, tenés, sabés,—altogether, with repetition of some 
of these forms (verés 11 times), a total of 37 occurrences. Out of all these 
PP prints -éis (-éys) seventeen times, which should mean that he casts 
out some forms in -és as tropiezos, although he retains others, noting the 
variant AB -éys. The old forms in -edes are less numerous, and the 
modern ones -éys (=éis) still less so: diredes, dedes, dexedes, vedes (11 
times), avedes (2 times), contedes, parescedes, aviedes, hedes (part of 
‘divided future”),—20 cases; dexréys, podéys, etc..—14 cases. To goa 
bit farther, there are 18 cases of the termination -ades, such as estades, 
vades, seades, yades (‘divided conditional’’), etc., against 12 of -dys, as, 
estdys, pensdys, etc. In the third conjugation I find only the three forms 
venides, ydes, dormides, against vents, dezis, sentts (each twice). Together 
with sodes (197,8) we have soys (3 times). There is one rather doubtful 
example of -ds (=-dis): Juan, yd a su conpadre e dezilde que ouo rroydo; 
no digas pero que esta ferido (225,10). The total for forms in -ades, -edes, 
-ides, -odes is 41; for -ds, -és, -is it is 42; and for -dys, -éys, -oys, 29. Of 
course one cannot draw conclusions concerning the working of phonetic 
law or of analogy from so few examples and all from one document. 
The forms soes (238,16), not infrequent elsewhere, and entendees (AB 
-éys) (230,9) seem to be intermediate forms phonetically, while in ayayes 
(230,26) and estayes (231,8) we have additional puzzles, if not mere 
misspellings. 

3 There are good examples of the alternation of the ti- and vos-forms of address 
to the same person: 64,2 quieres . . . Salid; 123,11 vedes . . . Dime; 155,22 ff. 
Dezid . . . ty; 156,21 ff. tu . . . vuestro . . . veas . . . vos;323,5tu . . . confias 
. . . sed (B sey). The author addresses the reader very frequently with ti, but 
also in eighteen different places with vos: 7,13 oyés; 76,12 ved; 85,21 vedes; etc. 
The latter is normally the form of address from friend to friend, neighbor to 
neighbor, and always from servant to master or son to parent. From wife to 
husband and from lady to lover it is sometimes vos and sometimes ti, while from 
husband to wife it is always tt. In one case the mistress addresses the maid with 
ti and the manservant with vos. Vuestra merced is found in only two places 
(120,18; 288,5). These are the earliest examples of Vuestra merced that have 
been noted as used in conversation, any as early having been found only in 
epistolatory style. 
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One would hardly recommend the use of written accents for a pale- 
ographic edition even though provided otherwise with modern punctua- 
tion, yet the need of them is sometimes felt, as for example in this quaint 
observation: La muger ser vanagloriosa, e quanto [“‘ And how!”’], aqui yaze 
el mal todo (173,4). In indirect questions the written accent seems often 
desirable, as in this sentence, that has fared so badly at the hands of the 
editors: Vee, amigo, pues, sy es rrazén de veer [PP wrongly querer] tal 
amor, qué dones promete, e después tui se[r] la piega e él [el] cuchillo 
(41,19); veer means ‘‘consider,”’ él refers to the devil. 

Consistency in the use of the apostrophe offers another problem. 
Our editor uses it in some cases: 77,26 l’ Argentera; 78,1 s’era; 169,21 n’os; 
203,21 s’es (meaning?, AB es); 237,9 D’oy; and omits it in others: 48,19 
les (=le es); 163,19 Tomatalla (= Témate alld); 169,19 tentesa; 174,19 sol 
(=s0 el); 188,4 todora; 229,7 verman; 177,12 asy a tanda (PP asy te andas, 
AB te anda, meaning?). With several examples like the divided future 
in (120,8) Contarte vn enxienplo one may question whether to write 
Contart’e or insert [e] with one editor or [he] with the other. 

The manuscript has a number of serious omissions that are supplied 
by AB. Readers without ready access to PP will be grateful for several 
that clearly belong to the original work but have not been incorporated 
into the Simpson edition. The sentence beginning E por quanto (40,25) 
is completely confused without fifteen additional words. The subject is 
the devil, who pone amor desordenado en los coragones con fuego [infernal 
que todo el cuerpo inflama, en tanto] quel cuytado del onbre, sy vesyblemente 
viese el [infierno] y [sus crueles penas de una] parte [e de la otra] la su 

In a later passage (110,11-18) the four virtues are named in order: 
fortaleza, tenplanga, justicia, prudencia. Then a consequence is devel- 
oped, again in order, but justicia is omitted. After contra otro (line 22) 
editions AB supply Yten si justicia en el hobiese, no tomaria lo ageno. 

The story of the stubborn wife and the scissors is badly garbled in the 
codex (165,25 ff.): Respondio la muger: ‘‘. . . que no es cafiiuete; que tiseras 
son, tiseras.”” [Dizo el marido: “ gagora en mal punto del gaftiuete me 
fazes tiseras?”” La muger dixo: “amigo, gque es de vos? que tiseras son, 
tiseras.” ] Desque el marido vido que su [muger porfiaba e que su] porfia 
era por demas ... ‘The first passage omitted is necessary for the de- 
velopment of the anecdote. The copyist omits from tiseras to tiseras 
and from su to su. 

In another place (271,10) the Biblical quotation should end with la 
memoria dellos. Then insert before a las vezes from AB Dime, pues, esto: 
si los mata fado o fortuna, sino que por su mal vevir le plaze a Dios que 
mueran antes de tienpo. : 

The sense clearly requires words from AB in desde el byen fecho, que 
es [luz fasta el mal fecho], que es tiniebla (345,19). 

In a couple of passages no editor has apparently noted the faulty 
construction resulting from omissions: quien bien esta e mal [non] busca, 
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sy mal le viene, Dios le ayuda (229,22), and En buena fe, nunca desta casa 
salga y [é para que?,] para que ayan que dezir!, ‘‘never will I leave this 
house, and why should I?—so that they may have something to talk 
about!” (128,24). 

A few other omissions may be dealt with briefly: 18,21 [AB faze] la 
vista perder; 87,23 que [PP non] hay; 90,21 todos [AB son] nada; 332,19 
Fabla la boca, [AB por do] lieua la coca. 

Professor Simpson has recorded scribal repetitions in some of his 
notes.‘ Several remain in the text that are very questionable: 8,21 
saluo, saluo; 149,25 en especial, en especial; 173,24 e avn, e avn; 238,16 
pues, pues; 98,3 diziendo, diziendo; 319,25 que sy, que sy. In (78,23) jay! ay 
personas, PP omits one ay. Similarly in (201,10) e esto porque, porque asy 
plaze a Ty the first porque must be omitted or pointed as a question as in 
the example discussed above (128,24). In two cases words are clearly 
repeated from previous lines: 5,9 verdaderamenta; 18,13 a tu amigo, e qual 
e quien sea. Two examples involving relative pronouns are very doubtful 
but may turn out to be correct: 298,5 Dios, el que es el que le ha de pre- 
seruar (ef. 271,22), and 205,14 conplisyones que cada vno que tiene. 

In a few cases PP has found it necessary to remove words from the 
text to secure the right sense. In so doing he is clearly right in (54,5) 
ella (e) la su coamante, perhaps also in (27,16) non (synon) que son. In 
que espera . . . otro cuytado (e) aver (196,4) his solution is perhaps too 
easy as we must consider the possibility of espera de aver. We considered 
De for E above, and find it needed in E rregla (88,18) and egual e (173,21). 
In e quando el que es a su enemigo popa a sus manos muere (53,5), we are 
puzzled whether to omit es with PP, or to consider whether the copyist 
has made a long omission, or to shift es before quando. In another 
passage (103,26) the copyist, forgetting the contrast of dar and tomar, 
has tried to contrast a negative and an affirmative statement, hence 
read with AB suyo (non) es. 

In three passages the word order is strangely confused. The reader 
can readily make the needed adjustment. 25,13 consumen con otras su 
sustancia con amantes [AB coamantes]; 57,17 otras muchas maneras que 
los padres o madres de ynjuryas de sus fijos rreciben; 101,8 de amor loco es 
el que ferido los dies mandamientos traspasa. 

In addition to the words annotated by Professor Simpson there is 
still a number of passages in which the copyist has clearly written the 
wrong word or form for the context. I list the readings of PP, or those 
noted but not incorporated from AB, or my own suggestions with a 
query (?). 6,5 suplicados—multiplicados; 9,25 dar—dan (?); 12,20 muger 
ciega—AB mugercilla; 29,26 posesyon—posycion (? ef. 146,17); 34,4 
cometyendo—cometido; 44,19 cuyro—curtado (?); 25,27 tu—AB te; 60,11 
bybdas, mugeres—AB lindas mugeres; 52,10 dize—dizen “call” 58,28 
tenya—tenyan (?); 76,19 alguno—alguna, cf. 222,4; 86,13 falda—fonda; 


* Notes 23, 32, 50, 53, 68, 74, 84, 100, 170, 171. 


J 
» 


REVIEWS 409 


101,27 ay—aya (whence?); 141,8 falla—fabla; 145,24 cauallero—cauallo; 
146,10 fallar—callar; 161,13 leuante—AB poniente; 199,12 non—nos; 
209,3 madera—madexa; 211,13,17 retain tienes; 216,20 son—non; 227,3 
retain nenbrar; 235,6 esto—esté (but ?); 244,5 aqui—ay; 245, 3 e quiga— 
que con; 249,23 fizieron—fiziere (fizo or fiziera?); 225,5 rresponde—rres- 
pondido; 255,6 ser—so; 263,8 aver—caer; 266,16 sanare a beuir—e; 274,2 
prometa—A permetia, B prometia; 279,13 Al—Ay; 290,6 dexara—dezare; 
307,11 causador—AB cuytado; 312,1 ver—ved; 317,3 deseas—desear; 317,14 
tiene—tienes, AB has; 320,3 prolyro—prolyxa; 320,25 Aragon—AB Car- 
tago; 321,4 Orades—Herodes; 322,14 te—tu (PP with ?); 322,21 curado— 
B cuytado; 323,16 afirmare; quiero descender—afirmarme quiero; desciende 
(impv.) ; 328,14 parecer—B padecer “suffer for’’; 345,12 libro de las byudas 
—leyendas, AB hymno de las laudes; 346,9 fabler—fallar; 346,9 conpa- 
ciencia—conparancia (?). 

Besides the above I have culled from the present edition about seventy 
words that are not found in the text as established by PP. The Spanish 
editor doubtless took them for misspellings. Some are obviously so and 
being easily recognizable may be omitted here. For others, whatever 
their origin, the correction of PP or the variant of AB is welcome. 24,9 
maya—mala; 38,14 unpudico—ynpudico(?); 7,5 couindradgos—com- 
padrazgos; 8,5 cruenas—crueles?, (not in PF); 63,1 muntyuo—motivo; 
90,22 potypose—pomposo; 104,14 proueso—AB provisto; 106,9 perficion— 
profesion (?); 115,4 fue ello—fuello, AB huello, ef. 13,16; 117,2 Pon ende— 
Por ende; 139,18 golo—dolo; 147,25 fuerte—suerte; 142,10 palomina grana 
—A palo millgrana; 176,24 (also 197,917; 285,2) avad—anad, in last case 
AB andad; 249,18 may—mal; 251,5 parescencia—AB presencia, presciencia 
(?); 265,3 carmidos (meaning?) ; 269,10 mes—mesmo; 290,19 oblafaldad— 
fealdad; 309,3 gectinencia—jactancia; 315,23 trimelse o cauales—triennales 
o anales; 328,23 Pirenedos—Alfes (mountains); 333,6 trastaridia—tras- 
tardia; 340,5 cunyaques—achaques; 343,16 fallia—AB follia. 

Professor Simpson speaks of the difficulty of providing the work with 
modern punctuation, and any one who reads its long and heavy sentences 
will feel sympathetic. There are a few sentences in which I would rec- 
ommend a different punctuation, usually in conformity with PP. Read 
as follows: 8,27 el que su tienpo . . . despiende, su sustancia . . . abo- 
rece; 17,2 suyo, que; 50,15 e dende [‘‘ when” as in 48,17 ] los onbres peruienen 
en armas; 58,19 despues, que; 63,11 [e] avn que; 65,12 nin ay vasallo que 
sehor tornado, non sea; 97,11 linun aloe; 103,22 toma [a] amor (?) for 
toma, amor; 117,1 non allegue, cuitada: e quien . . . , ‘‘let her not, poor 
wretch, allege: Had I known this I had not gone astray”; 146,17 aquel 
que es, quica, si; 177,26 e tan buen dia que falllen que fazer; 178,3 faziendoles 
reuerencia todos quantos pasan (todos is subject of faziendo) ; 204,10 4 que 
mal . . . entiende?; 215,17 por ende, etc., is not Biblical; 236,4 huerco 
espantadizo; 250,17 interrogation as in line 22; 265,5 too much in quotes; 
314,15 su deseo nunca es otro; 316,18 use full stop; 327,7 nin, lo peor que 
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era ‘‘what was worse’’; 340,7 engafio, a Dios; 346,2 sin mas tardar Nuestro 
Sefior Dios. Pues, considera (impv. as in 347,9). 

There are a few readings rejected by Professor Simpson that may be 
interpreted as correct or nearly so. In en yniquidades son concebido (35,2) 
it is not necessary to read fui. The Latin original is in iniquitatibus 
conceptus sum. Without aiming at a complete list I have checked eleven 
examples of soy in the text and sixteen of so; while with the exception of 
the one case voy (150,3) only do, esto and vo are found. The spelling 
son may come from the first syllable of concebido. Again I find no ground 
for changing ayan (89,8) to aya, apparently with the intended value of 
all4. Move comma after ayan; interpret “with whom they may have to 
deliberate.” The word varrio (126,26), modern barrio, need not be 
changed to vicario with PP and our editor. Cf. 175,24. In a las vezes 
es leuante, otras vezes a poniente . . . [B and Simpson quando] quiere a 
tramontana (151,15), if quiere means “‘or”’ quando is not needed. In the 
wish Asy vos de Dios salud e a mi faga [PP and Simpson paga] (157,3), 
we may have the use of fazer as a “ vicarious verb” as in 203,20 and 127,14. 
We may see an indicative with imperative value in the ves of 175,24. 
A common meaning of pecados is diablos (287,11). 

There are some fifteen additional passages in which the construction 
seems to me to be faulty or confused, and for which I have no satisfactory 
solution. For example, the group of words, malas noches . . . cenas 
(31,19) seems to be out of place and would make better sense farther on, 
say after pufiadas (32,1). 

Our editor may have reserved some of the items treated in this re- 
view for his second volume, feeling rightly that a brief note would hardly 
be adequate. In the meantime everyone will be grateful that he has 
furnished us with the text of the Escorial codex of this masterpiece of 
Spanish literature in an attractively printed volume, now at length easily 
obtainable. 

H. H. 
Pennsylvania State College 


A Study of the Villancico up to Lope de Vega: Its Evolution from Pro- 
fane to Sacred Themes and specifically to the Christmas Carol. By 
Sister Mary Paulina St. Amour. The Catholic University of America 
Press, Washington, D. C.: x + 131 pages. 


This clear and careful survey of the Spanish villancico in the sixteenth 
century draws attention to a field of study undeservedly neglected by 
modern research. Recent controversy, to be sure, has touched on the ques- 
tion of the origin of the villancico, here briefly discussed in the introduc- 
tion; but that question remains suspended between the opinions of Ribera, 
Menéndez Pidal and Rodrigues Lapa, and its eventual solution awaits the 
discovery of new medieval evidence. The development and later history 
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of the villancico has received only the scantiest attention for a great many 
years. 

In this study the author, with an abundance of quotations delightful in 
themselves, examines in turn the villancicos of the ‘courtly’ poets from 
Santillana onwards, the more abundant popular villancicos and then the 
religious ones, some definitely relating to church festivals, others dealing 
with moral or dogmatic topics. Reserved for a special chapter, however, 
are the Christmas-villancicos, numerous enough to be classified by subjects 
(The Christ-Child; Mary and Joseph; Post-Nativity Feasts; Pastoral vi- 
llancicos) and providing a basis for the next chapter’s discussion on The 
Villaneico in Religious Service, which is perhaps the most original and 
valuable part of the monograph. 

Whether the villancico constitutes the earliest form of the Spanish 
drama, as Menéndez y Pelayo would have it, may well remain unprovable; 
but the author offers as her main conclusion the safer hypothesis “ that 
the villancico was first introduced into religious servivee as a part of the 
sacred drama, so that it became familiar to the people as an element of 
official worship. Then, when the drama was removed, the villancico re- 
mained ” (p. 119). On the basis of the material considered this conclu- 
sion appears acceptable and may well continue to stand, even if it should 
eventually be shown that the drama owed as much to the villancico as the 
villaneieo to the drama. 

Perhaps certain observations of Mrs. Carolina Michaélis de Vasconcellos 
(ef. “ Nétulas sobre cantares e vilhancicos peninsulares,” RFE, V, 351 ff.) 
might have been recalled, or the essay of Mendes dos Remedios (Os Vilhan- 
cicos, Lisboa, 1923) and Mitjana’s “ Notas al Cancionero musical,” RFE, 
V, 43 ff.; some additional material might have been drawn from published 
collections such as the Cancionero llamado Vergel de amores (1551, repro- 
duced by the Hispanic Society) and from bibliographical sources such as 
Gallardo and Salv4, but on the whole the documentation is both abundant 
and judicious. 

The author has placed the emphasis throughout on content rather than 
form and has deliberately avoided considerations of music and dancing, 
which may become increasingly important, especially for the earlier period 
(ef. Miss Sahlin’s Etude sur la carole médiévale, Upsala, 1940, quoting 
Berceo’s “ grandes quirolas [carols ?], processiones tamannas”), but the 
field is attractive and wide open. Perhaps we may look forward now to 
an eventual exploration of the rich manuscript sources gathered by Bar- 
bieri and the still unpublished pliegos sueltos, to a systematic bibliography 
of the printed collections, a census of extant villancicos, a study of their 
metrical development, their technical function in the drama and their 
proliferation and decay in the seventeenth and eighteenth centuries. 

E. 
Bryn Mawr College 
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Sons dependentes da fricativa palatal dfona, em portugués. By Armando 
de Lacerda and Francis Millet Rogers. (Laboratério de Fonética Ex- 
perimental da Faculdade de Letras da Universidade de Coimbra: 
Fundagaéo do Instituto para a Alta Cultura.) Coimbra, 1939: 127 
pages with 21 figures. 

At the present time in Portugal there are two centers for the study of 
the Portuguese language: the Centro de Estudos Filolégicos in Lisbon, 
under the direction of Dr. Rodrigo de SA Nogueira, and the Laboratério 
de Fonética Experimental of the University of Coimbra, under the diree- 
tion of Dr. Armando de Lacerda. Although now working specifically on 
Portuguese intonation, Dr. Lacerda has published many articles in the 
field of experimental phonetics on such topies as coarticulation, orientation 
(or “ steering”), sound delimitation, phonic and sonic structure, tone in- 
flection and criticism of the kymographie method. Dr. Rogers (Sheldon 
Travelling Fellow, Harvard University) has recently collaborated with 
Professor Zipf of Harvard in a more general phonetic study.? During 
the summer of 1939, the reviewer was able to observe fully the splendid 
technical facilities under which the experiments in the present study were 
accomplished.* Especially interesting is the perfected design of the 
mouth-piece, invented by Dr. Lacerda. Drum recordings were of two 
types: direct and indirect. The direct recordings were pneumo-chromatie, 
using the above mentioned mouth-piece; indirect recordings were of two 
types: (a) electro-chromographie, and (b) electro-pneumo-chromographic. 

Gongalves Viana, the great Portuguese phonetician of the preinstru- 
mental days, had already pointed out* how difficult it always was for 
foreigners to pronounce correctly such Portuguese words as faz, trés, vez, 
ie., a combination of vowel and a following voiceless palatal fricative. 
Goncalves Viana, in examining the sound orthographically represented by 
ch (eg.: cha) or x (eg.: pure); by s (eg.: ds) or z (eg.: faz) when 
absolute final; by s (e.g.: as quatro) or z (e.g.: faz pdo) when final be- 
fore a word beginning with a voiceless consonant; and by s in medial 
position before a voiceless consonant (e.g.: casta), finds and distinguishes 
only two sounds: (§) for ch or 2, and (8) for s or z. He confesses, how- 
ever, that the difference between (§) and (§) is atténuée (i.e., vague).° 

1 Cf. F. M. Rogers, Gongalves Viana-and the Study of Portuguese Phonetics, 

Centro de Estudos Filolégicos, Lisboa, 1940, p. 8. 

2G. K. Zipf and F. M. Rogers, ‘‘Phonemes and Variphones in Four Pres- 
ent-Day Romance Languages and Classical Latin from the Viewpoint of Dy- 


namie Philology,’’ in Archives Néerlandaises de Phonétique Expérimentale, 
1939, XV, 111-147. 


8 For a description of the laboratory, ef. Laboratério de fonética experi- 
mental. Universidade de Coimbra. Publicagéo comemorativa por ocasido das 
festas do IV centendrio do estabelecimento definitivo da Universidade de 
Coimbra, Coimbra, 1937, 11 pages. 

4 ‘Essai de phonétique et de phonologie de la langue portugaise d’aprés le 
dialecte actuel de Lisbonne,’’ in Romania, 1883, XII, 46-47. 

5 Ibid., pp. 46, 47, 72-73. 
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The present study by Drs. Lacerda and Rogers originated from an ob- 
servation by the latter to the effect that when he listened to such words as 
faz, as, faz pao, as quatro, he heard, between the vowel and the voiceless 
palatal sibilant, another element (3). The authors point out, after sub- 
sequently studying the problem with great care, that the symbols (3§) 
do not faithfully transcribe the impression received. This impression re- 
sults, they add, rather from a fusion of (3) and (§). Their conclusions 
are as follows: The modifying action of the fricative is only possible on a 
preceding vowel, when both elements are in close coarticulation and are 
final. The vowel manifests best the influence of the palatal in the in- 
formative modality and only in the interrogative modality when expressed 
by a final inflexion. The vowel thus affected by a following palatal is 
acoustically a sort of (@), but the authors hasten to add that it cannot be 
phonetically indicated by the symbol (9) in the majority of the cases re- 
corded, and state (pp. 98-99): “A nova estrutura fénica verificada, 
manifesta, simplesmente, a presenca duma importante diferenciagio. Essa 
diferenciagio nfio é mais do que uma modificagio da vogal anterior. Se 
em vez de falarmos de sons dependentes da palatal, disséssemos ‘ vogais 
modificadas pela palatal,’ serfamos, muito possivelmente, mais exactos.” 
Thus the sound (3), heard by Dr. Rogers, proved to be rather a flectional 
modification of the quality of the vowel preceding the voiceless palatal 
fricative. 

As a very practical by-product of their investigations, the authors in- 
elude (pp. 103-107) a helpful series of exercises to aid in mastering the 
phonetic unit under discussion. Such aid is all the more weleome when 
one considers how large a part in Portuguese pronunciation such a unit 
plays, e.g.: in the formation of plurals. The very word portugueses is 
still an exceedingly difficult word to pronounce. 

Henry Hare Carter 
Northwestern University 
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Pedro de Medina. Discurso de recepcién letdo ante la Real Academia 
Espafiola por don Angel Gonzalez Palencia. Imprenta de Estanislao 
Maestre, Madrid, 1940: 51 pags. 


Escasas y dispersas eran las noticias que tenfamos del cosmégrafo e 
historiador sevillano Pedro de Medina, nacido hacia 1493. Navarrete, 
Gallardo, Medina y Vindel habfan registrado algunos datos de {indole 
bibliogrdfica, y habia hecho Pardo de Figueroa la erftica de un libro de 
Medina (Regimiento de navegacién). Faltaba un estudio de su vida y 
de toda su obra, que es lo que ahora nos ofrece el Sr. Gonzdlez Palencia 
de una manera sucinta y puntual. La parte biogrdfica es breve y dedicada 
en su mayor parte al pleito que sostuvo Medina ante el Consejo de Indias 
sobre la invalidez de las cartas de navegar e instrumentos de navegacién 
que tenfan la aprobacién oficial. En la parte critica se hace el examen de 
cada una de sus obras, desde el Arte de navegar (1545) hasta el Libro de la 
Verdad (1554), con particular extensién y detalle del Libro de las grandezas 
y cosas memorables de Espaiia (1548), sobre geografia, monumentos, 
historia, leyendas y costumbres, que es el libro suyo de interés permanente. 
M. R.-N. 


Marqués de Santillana: Prose and Verse. Chosen by J. B. Trend. 
London, The Dolphin Bookshop Editions, 1940: xviii + 129 pags. 


Seleccién de las epistolas y otras piezas en prosa de Santillana y de 
sus poemas cortos, con algunos sonetos y con todos los refranes. He 
aqui su contenido y los textos en que se basa: Prohemioe carta (edicién de 
Luigi Sorrento, 1922); Introducién al centiloquio de sus Prouerbios e 
castigos (ed. Sevilla, 1494); Prohemio a la Comedieta de Ponca (texto de 
Amador de los Rfos, 1852); El Marqués de Santillana a su hijo, cuando 
estaba estudiando en Salamanca (idem); Lamentacién fecha por el Marqués 
en prophecia de la segunda destruycién de Espaiia (idem); Refranes que 
dizen las viejas tras el fuego (ed. 1500, s. 1., British Museum, G 11269); 
Serranillas y decires (14, textos de Foulché-Delbosc, Can. cast. del s. XV, 
y Garcia de Diego, Clds. Cast.); Sonetos fechos al itdlico modo (8, textos 
de Vegué y Goldoni, 1911, y Foulché-Delbose). Se anota la ortografia 
moderna de muchas voces del texto, se explican otras, y se consignan las 
variantes. La edicién, bellamente impresa, esté mds bien destinada al 
publico en general. 


M. R.-N. 
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La determinacién del romanticismo espaiiol y otras cosas. Ensayos. Por 
Joaquin de Entrambasaguas. Editorial Apolo, Barcelona, 1939: 192 
pags. 


Libro miscel4neo y sugestivo en que se manejan con igual destreza 
los temas cldsicos y los temas modernos. El tono general es literario, 
sin anotaciones ni bibliograffa, pero con abundancia de doctrina. El 
primer ensayo, La determinacién del romanticismo espafiol (pégs. 11-23), 
es un andlisis de los valores substanciales y los aspectos efimeros del 
Romanticismo. Son los Siete perfiles de Lope de Vega (pags. 25-38) una 
interpretacién psicolégica de Lope y de su arte. En la Reprobacién de 
las fdbulas (p&égs. 39-44), precisamente las de Iriarte y Samaniego, se 
expone y condena su utilitarismo materialista. Otros ensayos: Musica 
milenaria (pags. 45-51), la ardbigo-andaluza coleccionada por don Julidn 
Ribera; Un libro que vié suicidarse a Larra (pgs. 53-58), dando a conocer 
un ejemplar del Macias salpicado de sangre; Critica de la critica en su 
tristeza espafiola (pags. 59-69), contra los criticos sin dignidad intelectual; 
En torno a Shakespeare (pags. 71-81), su difusién en Espafia; Facilidad y 
dificultad de Lope de Vega (p4gs. 83-87), estando la primera en su com- 
posicién literaria, y la segunda en sus arduas y meditadas innovaciones; 
Lope de Vega, autor desconocido (pigs. 93-96), por haberse dedicado los 
eruditos mas al estudio del hombre que a la obra del poeta; y La cdtedra 
del Maestro (pdgs. 97-102), acerca de la labor e influjo de Menéndez y 
Pelayo. La tltima seccién, Tenderete de libros (pags. 103-192), se com- 


pone de quince ensayos criticos sobre libros importantes publicados en la 
ultima década. 


M. R.-N. 


Historia de la Literatura Espaftiola. Por Juan Hurtado y J. de la Serna 
y Angel Gonzdlez Palencia. Cuarta edicién, corregida y aumentada. 
Editorial Tradicionalista, Madrid, 1940: xvi + 1146 pdgs. 

Antologia de la Literatura Espafiola. Por Juan Hurtado y J. de la Serna 
y Angel Gonzdlez Palencia. Segunda edicién, corregida y aumentada. 
Editorial Tradicionalista, Madrid, 1940: vi + 611 pags. 


De interés para nuestros lectores ser4 la noticia de estas nuevas 
ediciones que acaban de aparecer. Hacfa algtin tiempo que las anteriores 
estaban agotadas. La excelente y autorizada Historia de la Literatura 
sale ahora renovada con algunos datos biogrdficos sobre Garci Ordéiiez 
de Montalvo, Leé6n Hebreo, Polo de Medina, etc., y ampliada la parte 
bibliogrdfica con el registro de muchas publicaciones recientes; se com- 
pleta el cuadro de las letras espafiolas con los autores y libros de la 
altima década, llegando hasta el afio mismo de 1940. En cuanto a la 
Antologia, los autores han variado en esta segunda edicién el orden de 
los textos, y sustituido alguno con acierto, cuid4ndose de seguir en lo 
posible el orden cronolégico. — 


M. R.-N. 
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Teatro andaluz contempordneo. Tomo Segundo: Artistas liricos y dramdti- 
cos. Por Francisco Cuenca. La Habana, Maza, Caso y Cfa., 1940: 
411 pags. 

Abarca este libro los dos dltimos siglos, llegando sus noticias biogr4ficas 
hasta mediados del afio 1940. Figuran en él 533 artistas y 206 grabados, 
no fdciles de hallar algunos en otras publicaciones. El tomo anterior, 
Teatro andaluz contempordneo: Autores y obras, con 610 autores y 226 
grabados, se publicé también en La Habana, en 1937. Declara el autor 
que ‘‘alejado de las fuentes de documentacién necesarias para obra de tal 
naturaleza, mis libros no pueden ser perfectos ni completos,” pero cierta- 
mente puede enorgullecerse de haber abierto el camino a investigaciones 
mds prolijas. Y son muchas las noticias biogrdficas recogidas por él 
directamente de labios de los artistas, a partir de 1910, que no se hallardn 
en otras publicaciones. 

M. R.-N. 


REPLY. I have just read in the latest issue of this journal [January, 
1941] a review by Professor Green of my book Reality and the Poet in 
Spanish Literature. While I am very grateful to the Hispanic Review 
for the notice given to my work, I should like to call the attention of its 
readers to a passage of Professor Green’s review, which could easily lead 
to a misrepresentation of my ideas. My reviewer states: 

“ ... the word escape is misleading. To be sure Sefior Salinas de- 
fines reality as ‘ all that exists outside the poet,’ and from that outer world 
these mystics indeed escaped. But theirs was a positive, creative act 
rather than a withdrawal.” 

I quite agree with his first sentence. And precisely because I was 
aware of the complexity involved in the word “escape,” found so fre- 
quently in the poetry of Fray Luis de Leén, and felt that this word could 
be misleading, I devoted a whole chapter of my work in an attempt to 
grasp the ultimate meaning of the act of escape on the part of the mystics. 
The conclusion which I reached, and which I stated several times, was that 
“escape” did not mean withdrawal, retirement, but an affirmative atti- 
tude, a creative act. In substantiation of this I should like to quote the 
following lines from my book: 

“ And if there is in flight, in eseape, a negative attitude, that of purely 
and simply denying oneself to the world, we see the great lyrical inspira- 
tion of our poet convert it into a positive aspiration that is flight toward 
an end and objective” (p. 108). 

“ His flight was not an escape, as it may have seemed at the beginning, 
but a search” (p. 110). 

“One must escape, flee from all worldly reality, from all human de- 
sire, precisely in order to find the objective of the soul” (p. 127). 
Pepro SALINAS 


